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Foreword 


To  be  "all  things  to 
all  men"  is  to  set  oneself  an  almost  impossible  task  but  to  be  compre- 
hensive rather  than  fragmentary  is  still  a  goal  for  any  serious  writer 
in  any  area  of  skill  or  knowledge. 

This  book  admirably  covers  the  area  of  writing  for  broadcast 
purposes.  It  distinctly  points  out  the  differences  in  approach  to  the 
sound  alone  and  to  the  sight  and  sound  media  together,  by  making 
direct  comparisons  between  radio  and  television  writing.  But  it  does 
not  limit  itself  to  these  distinctions.  It  provides  a  philosophy  of  ap- 
proach to  the  studio  which  will  gladden  the  heart  of  many  a  director 
and  producer  and  as  such,  it  should  do  much  to  eliminate  the  friction 
which  sometimes  develops  between  writer  and  director,  in  achieving 
a  finished  product  for  broadcasting.  Elia  Kazan,  who  began  as  an 
actor,  then  became  a  writer,  then  a  director  and,  finally,  a  great  pro- 
ducer, has  recently  looked  backward  as  he  has  stepped  forward  and 
has  taken  occasion  to  laud  the  work  of  the  writer,  as  a  most  important 
part  of  the  production  team,  hearkening  back  to  the  keen  estimate 
of  Shakespeare  —  "the  play's  the  thing." 

Not  only  is  "the  play  the  thing"  in  this  valuable  guide,  written 
by  Stanley  Field,  an  old  hand  at  writing  for  both  the  media  of  radio 
and  television,  but  the  art  of  teaching  is  discovered  in  the  sequential 
materials  which  the  book  has  assembled  together  so  logically  that 
under  the  spell  of  good  teaching,  we  cannot  help  but  learn. 

College  and  university  courses  in  radio  and  television  have  so 
increased  in  number  and  in  quality  over  these  past  few  years  that  we 
find  four  hundred  and  more  institutions  scheduling  such  courses  with 
many  of  them  offering  credit  toward  the  bachelor's  or  master's  degree. 
Universities  possessing  Schools  of  Communication,  such  as  is  to  be 
found  in  Washington  at  The  American  University  where  the  author 
teaches,  present  opportunities  to  major  for  a  doctorate  in  this  particu- 
lar field.  Such  achievement  on  the  academic  level  is  the  base  upon 
which  a  fine  profession  is  established.  Communication,  broadly  cov- 
ering this  entire  area  of  a  scientific  approach  to  learning,  is  rapidly 
assuming  this  degree  of  recognition  both  here  and  abroad. 

Books,  such  as  this  one,  will  go  far  to  set  up  guide-posts  for  the 
ambitious  student  with  creative  ideas.  It  is  not  "all  things  to  all  men" 
but  it  approaches,  with  all  deference  to  human  error,  being  "all  things 
to  all  writers"  of  radio  and  television. 

Franklin  Dunham 
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You  will  find  in 
this  book  a  mixture  of  the  idealistic  and  the  practical:  the  high- 
minded  criteria  that  should  inspire  a  potential  writer  for  the  broad- 
cast media  and  the  confining  exigencies  of  the  market  place.  If  the 
approach  herein  is  rather  personalized,  it  is  because  radio  and  tele- 
vision, despite  the  most  spectacular  of  "spectaculars,"  are  still  beamed 
to  the  living  room  audience.  It  is  an  interesting  paradox  that  these 
mass  media  must  give  the  impression  that  they  are  programmed  for 
the  individual.  No  one  was  more  aware  of  that  paradox  than  Presi- 
dent Franklin  D.  Roosevelt,  who,  in  his  "fireside  chats"  to  tens  of 
millions  of  listeners,  made  the  man  in  the  easy  chair,  with  his  pro- 
verbial pipe  and  slippers,  feel  that  he  alone  was  being  addressed.  It 
is  a  point  the  beginning  writer  will  do  well  to  remember. 

This  text,  as  the  title  implies,  covers  both  fields  of  radio  and 
television  writing.  It  attempts  to  answer  many  of  the  questions  stu- 
dents of  writing  continually  ask.  And  because  a  writer  not  only 
learns  by  writing,  but  also  learns  from  others'  writings,  this  volume 
is  replete  with  illustrations. 

Today,  the  emphasis  is,  naturally  enough,  on  television.  But  I 
do  not  believe  that  radio  should  be  sold  short.  There  are  still  some 
3,000  radio  stations  operating  in  the  black.  And  the  four  big  radio 
networks  are  still  very  much  in  existence.  Predictions,  prognostica- 
tions and  speculations  on  the  future  of  radio  are  freely  expressed  in 
almost  every  issue  of  the  trade  press.  My  own  hat-in-the-ring  esti- 
mate is  that  radio  is  going  to  be  with  us  for  a  long  time  and  the  bud- 
ding writer  will  not  go  amiss  in  attempting  some  writing  chore  for 
the  local  radio  station.  There  are  obvious  changes.  The  star-studded 
variety  shows  are  gone  and  most  of  the  big-budgeted  dramas.  How- 
ever, until  TV  stations  reach  their  saturation  point,  the  advertiser 
still  needs  radio  to  obtain  complete  coverage.  And  even  then,  he 
will  undoubtedly  find  it  necessary  to  utilize  radio  as  an  essential  sup- 
plement. 

Let's  take  a  look  at  what's  happening  to  radio.    This  mass  me- 


dium  is  rapidly  becoming  a  specialized  one.  The  television  set  has 
usurped  the  living  room.  So  the  radio  set  has  moved  into  the  kitchen 
or  the  bedroom  or  the  library  or  the  den  depending  on  your  economic 
circumstances.  And  there  is  the  car  radio.  Present  estimates  put  the 
figure  at  more  than  35,000,000  auto  radios  in  use  with  more  to 
come.  The  "good  music"  stations,  as  exemplified  by  WQXR  in  New 
York,  are  highly  successful  and  they  cater  to  an  audience  of  discrim- 
inating taste  in  music.  NBC's  "Monitor"  is  a  new  concept:  a  mechan- 
ical Puck  girdling  the  globe,  choosing  its  fare  as  it  will  and  break- 
ing with  the  traditional  time  allotments. 

And,  of  course,  for  radio,  this  is  the  age  of  the  disc  jockey,  the 
platter  spinner,  the  ad  libber;  the  delight  of  the  local  teen-agers. 
Newscasts  are  a  mainstay  of  every  radio  station.  A  goodly  number 
of  stations,  like  WGAY,  in  Silver  Spring,  Maryland,  have  identified 
themselves  closely  with  the  community  which  they  serve  and  garner 
much  of  their  income  from  the  small  retailer  who  cannot  afford  the 
comparatively  astronomical  rates  of  television. 

This  is  a  time,  it  seems  to  me,  for  the  radio  broadcaster  to  take 
a  bold  step,  to  experiment,  especially  in  nighttime  radio  which  has 
borne  the  brunt  of  television  competition.  Radio  must  devise  pro- 
grams not  readily  available  on  TV.  This,  to  my  mind,  means  a  more 
adult  approach.  TV  is  the  mass  medium  without  peer.  Unfortu- 
nately, satisfying  adult  programs  are  rare.  If  they  became  the  rule 
rather  than  the  exception  on  radio,  it  is  conceivable  that  a  loyal  fol- 
lowing would  be  assured,  small  but  concentrated.  A  perceptive  ad- 
vertiser could  slant  his  copy  for  this  group  in  the  same  manner  that 
he  does  for  a  magazine  like  the  New  Yorker.  And  perhaps  this  would 
bring  about  more  freedom,  more  scope  for  the  truly  creative  writer. 
But  experimentation  takes  courage  and  money,  neither  of  which  ap- 
pear to  be  expendable. 

True,  the  emoluments  would  of  necessity  be  small  compared  to 
TV,  sustaining  or  commercial,  but  the  writer,  known  or  unknown, 
would  have  a  market  for  the  unfettered  flights  of  his  imagination. 
The  discovery  of  new  writing  talent  and  new  formats  could  prove 
of  immense  benefit  to  both  radio  and  television.  And,  who  knows, 
the  program  might  even  snare  a  daring  sponsor.  Witness  "Omnibus" : 
adult,  experimental,  imaginative  .  .  .  and  it  was  sponsored!  Or  as 
the  program  producers  preferred  .  .  .  subscribed.  "Omnibus"  had  its 
failures,  to  be  sure,  but  even  these  were  noble,  moral  victories. 

We  come  now  to  the  inevitable  question  posed  by  the  student: 
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how  does  the  beginning  writer  break  in?  There  is  no  formula.  But 
this  author's  survey  of  the  field  has  resulted  in  one  answer:  persis- 
tence. Add  to  that  a  modicum  of  luck.  This  response  is  based,  of 
course,  on  the  premise  that  the  writer  has  talent.  Generally,  when 
the  above  question  is  raised  by  the  student,  I  find  he  is  thinking, 
primarily,  in  terms  of  free-lancing  and  that  narrows  down,  almost 
entirely,  to  the  drama.  He  overlooks  the  staff  writer,  the  man  or 
woman  who  must  be  a  jack-of-all-phrases.  The  staff  writer  may  be 
assigned  to  write  an  interview,  or  continuity  for  a  musical  program 
or  an  introduction  to  a  speaker  or  a  spot  announcement.  Not  as 
glamorous  or  as  rewarding  as  writing  an  hour  drama.  But,  never- 
theless, not  to  be  demeaned.  For  every  writing  assignment  should 
be  regarded  as  a  challenge,  no  matter  how  simple  or  uncreative  it 
appears  on  the  surface. 

This  book  therefore  encompasses  the  requirements  of  staff 
writing  and  of  free-lancing.  It  discusses  Commercials,  Interviews, 
Talks,  Musical  Continuity,  Newscasts  and  the  Documentary.  These 
are  generally  staff  assignments,  though  Documentaries  may  be 
farmed  out  to  free-lance  writers.  Most  texts  on  radio  and  television 
writing  deal  largely  in  terms  of  the  network.  In  this  book  the  job 
of  the  continuity  writer  at  the  local  station  level  is  given  full  con- 
sideration.   For  this  is  a  starting  point  and  a  proving  ground. 

You  will  find  that  many  chapters  are  devoted  singly  to  con- 
siderations of  writing  for  television.  Other  chapters  include  both 
television  and  radio  techniques.  Such  chapters  as  those  dealing 
with  "Commercials,"  "Talks,"  "Religious  Drama,"  lend  themselves 
readily  to  a  discussion  of  both  media  for  comparison  and  contrast. 
The  fact  is,  also,  that  in  these  particular  forms  of  writing  much  is 
being  done  in  both  radio  and  television.  On  the  other  hand,  in  re- 
spect to  free-lance  dramatic  writing,  the  emphasis  is  almost  entirely 
on  television  in  this  book  as  it  is  on  the  air. 

A  full  chapter  is  devoted  to  "Writing  the  Government  Pro- 
gram." I  do  not  believe  any  other  text  covers  the  field  of  govern- 
ment information  from  the  standpoint  of  the  radio  and  television 
writer.  For  the  scripter  who  may  wish  to  make  a  career  as  an  Infor- 
mation Specialist  in  Radio  and  Television  and  for  the  many  thou- 
sands of  government  employees  now  engaged  in  allied  informa- 
tional activities  and  who,  at  some  time  or  other,  may  be  called  upon 
for  a  radio  or  television  script,  I  hope  this  chapter  will  prove  of 
value. 
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If  there  is  any  glaring  omission  in  this  text,  it  is  a  chapter  on 
writing  comedy  per  se,  as  differentiated  from  the  situation  comedy. 
It  is  because  I  believe  the  gagman,  the  variety  skit  writer,  is  a  breed 
unto  himself.  If  you  have  a  bent  for  the  "yak-provoker"  then  invest 
in  a  typewriter  and  a  file  cabinet.  The  prospecting  may  be  fraught 
with  frustrations  for  the  disciples  of  Joe  Miller  but  once  you  strike 
a  vein,  it  may  well  turn  into  a  bonanza. 

It  is  amazing  to  consider  the  tremendous  strides  that  tele- 
vision has  made  in  the  few  short  years  of  its  existence.  Once  every 
area  in  the  United  States  is  fully  covered  by  TV  outlets,  the  influ- 
ence of  this  new  medium  will  be  unsurpassed.  When  television 
first  began  beaming  its  programs,  there  were  many  expressions  of 
opinion  that  TV  must  develop  its  own  art  forms;  that  it  must  stir 
in  its  own  cauldron  of  creativity  all  the  finest  ingredients  of  radio, 
the  stage  and  the  screen,  and  brew  a  new  concoction  for  the  greater 
edification  and  entertainment  of  mankind.  I  think  we  can  all  agree 
that  TV  has  brewed  a  heady  concoction  but  it's  something  most  of 
us  have  tasted  before.  Many  radio  programs  have  been  taken  over 
lock,  stock  and  barrel  with  just  a  camera  added  to  the  microphone. 
Stage  plays  are  presented  as  great  "spectaculars"  and  old  movie  films 
glut  the  TV  screen.  Agreed,  that  it  is  a  sound  policy  to  permit  a 
new  generation,  or  non-playgoers  in  the  hinterlands,  to  see  a  fine 
play,  but  from  the  standpoint  of  the  TV  writer,  this  is  a  limiting 
process.  In  the  day-to-day  business  of  presenting  the  tried  and 
true,  the  proved  successful,  originality  is  stifled,  and  television,  in- 
stead of  creating  its  own  forms,  becomes  merely  another  vehicle 
for  the  expressions  of  the  past. 

This  is  not  to  say  that  no  originality  exists  today  in  television. 
"Omnibus,"  as  previously  noted,  has  been  creative  and  imaginative  in 
this  new  medium.  Edward  R.  Murrow's  "Person  to  Person"  has 
brought  a  new,  fresh  approach  to  the  time-worn  interview  and  has 
taken  full  advantage  of  the  visual.  The  creative  talents  of  writers 
such  as  Paddy  Chayefsky,  Reginald  Rose  and  Rod  Serling  have 
brought  originality  and  power  and  adult  thinking  to  the  hour-  and 
the  90-minute  television  play.  Educational  TV  stations  have  been 
making  giant  strides. 

After  teaching  several  years  at  The  American  University,  and 
at  adult  education  centers,  I  find  the  experience  enriching  and 
enjoyable.  Almost  every  student  of  radio  and  television  writing 
in  my  classes  has  labored  diligently,  shown  a  keen  interest  and  ex- 
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changed  lively  criticism.  I  like  to  believe,  also,  that  if  these  stu- 
dents have  not  all  turned  into  professional  scripters,  they  have  at 
least  profited  from  the  very  discipline  of  meeting  assignment  dead- 
lines. I  know  that  during  the  semester  they  walked  to  the  type- 
writer and  not  around  it.  The  very  few  who  thought  they  might 
sit  back  and  listen  idly  to  lectures,  soon  withdrew.  The  very  many 
who  remained,  wrote.  I  found,  as  did  Albert  Perkins  of  New  York 
University,  that  "Regular  assignments  are  a  spur  to  creative  activity." 

I  discovered  that  learning  has  no  age  limit,  for  my  classes  in 
the  evening  division  included  college  freshmen  of  19,  magazine 
and  newspaper  writers  in  their  mid-forties  and  retired  government 
officials  in  their  sixties. 

To  all  beginning  writers,  then,  no  matter  their  age  nor  their 
expectations,  I  hope  this  volume  will  prove  a  spur  in  itself. 

Stanley  Field 
Arlington,  Virginia 
June,  1957 
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Let  us  begin  with 
the  observation  that  the  television  writer  and  the  radio  writer  are, 
first  and  foremost,  craftsmen.  This  is  not  to  belittle  the  media.  The 
writer  for  the  stage  is  also  a  craftsman  but  he  works  on  a  much 
larger  canvas  and  he  is  not  bound  by  the  restrictions  and  taboos  of 
the  broadcast  media.  Whether  a  television  play  will  ever  be  hailed 
as  great  art  comparable  to  the  classics  of  Shakespeare,  Ibsen  or  Shaw, 
is  debatable. 

Although  the  television  drama  may  not  rival  the  stage  play  in 
aesthetic  value,  it  far  outreaches  the  theater  in  audience  potential. 
It  would  take  generations  of  theatergoers  to  equal  the  number  of 
viewers  for  a  single  network  performance.  And  who  can  predict, 
with  television  ever  enlarging  its  scope  in  relation  to  the  drama, 
that  a  writer  will  not  appear  on  the  horizon  to  bring  to  this  new 
medium  a  series  of  modern  classics. 

However,  our  concern  in  this  volume  is  not  solely  with  the 
writer  of  video  or  radio  drama.  There  is  a  vast  amount  of  writing 
on  the  local  and  the  network  level  which  has  no  relation  to  the 
drama  per  se.    The  writers  of  this  essential  continuity  labor  behind 


the  scenes  and  their  names  seldom  appear  on  the  visual  credits  or 
are  heard  on  the  audio  credits.  And  if  their  output  is  of  a  lesser 
breed  than  that  of  the  playwrights,  it  is  still  true  that  without  them 
television  and  radio,  in  their  present  form,  could  not  exist.  They, 
too,  are  craftsmen. 

Who  are  these  writers  and  what  are  their  backgrounds?  They 
are  the  men  and  women  who  write  the  commercials,  the  musical 
continuity,  the  news  copy,  the  interviews,  the  talks,  the  openings 
and  the  closings,  the  fill-ins  and  a  host  of  other  daily  or  weekly 
assignments.  They  may  be  college  graduates  on  their  first  job  in 
the  broadcasting  industry;  they  may  be  experienced  journalists 
entering  a  greener  field;  they  may  be  enterprising  young  women 
with  a  knack  for  creating  selling  slogans.  They  come  from  the 
tenement  slums  of  New  York's  lower  East  Side,  from  a  ranch  house 
in  Phoenix,  Arizona,  from  an  ancient  colonial  mansion  in  Savan- 
nah, Georgia.  In  short,  the  writer's  antecedents  are  everywhere  and 
anywhere.  His  environment  does  not  matter,  nor  his  heritage.  He 
becomes  a  writer  because  of  the  desire  that  arises  and  the  ability 
that  develops. 

If  you  have  chosen  to  make  writing  a  career,  then  you  have 
embarked  on  a  journey  which  is  both  fraught  with  peril  and  filled 
with  promise.  For  most  writers,  the  road  is  rocky,  full  of  detours, 
and  broken  by  pits  of  frustration.  But  the  writer  who  perseveres 
along  the  journey  may  find  unparalleled  fulfillment. 

Let  us  state,  here  at  the  outset,  that,  exclusive  of  the  genius, 
writers  are  made  and  not  born.  They  are  made,  as  we  have  noted, 
of  a  desire  —  a  compulsion,  if  you  will  —  to  write,  a  willingness 
to  work  long  and  hard,  and  to  never  stop  learning  and  observing. 
What  differentiates  writers,  in  the  final  analysis,  is  their  degree  of 
talent.  But  this  is  true  of  any  profession.  There  are  greater  artists 
and  lesser  artists,  and  who  is  to  say  that  even  the  lesser  artist  has  not 
contributed  to  the  growth  of  civilization  and  to  the  communication 
of  ideas.  This  is  not  to  imply  that  you  ought  to  compromise  on  your 
journey.  You  should  set  out  to  achieve  the  very  heights.  But  some- 
where along  the  road  you  may  find  that  the  ascent  is  getting  too 
steep.  That  is  where  many  writers  turn  back  or  give  up  entirely. 
Yet  it  is  at  this  point  that  the  Solonian  admonition,  "Know  thyself," 
should  have  its  most  profound  meaning  for  you.  Perhaps  you  have 
reached  the  fullest  extent  of  your  powers.  If  you  are  able  to  rec- 
ognize this  factor  and  maintain  your  output  at  your  own  highest 
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level,  there  is  no  need  for  bitter  brooding.  Recognition  of  the  extent 
of  your  powers  is  a  sign  of  maturity,  and  you  should  have  a  sense  of 
satisfaction  in  knowing  that  you  are  doing  your  very  best.  You 
should  realize  that  there  are  other  writers  of  greater  or  lesser  talent 
than  yourself.  The  paramount  question  you  must  ask  yourself  is: 
Am  I  doing  the  utmost  of  which  I  am  capable? 

Surely  you  must  begin  with  a  set  of  ideals.  The  youthful 
writer  always  does.  He  wants  to  set  the  world  aglow  with  the 
beauty  of  his  prose,  the  wit  of  his  dialogue  and  the  power  of  his 
ideas.  This  is  all  as  it  should  be.  But  at  some  time  in  his  develop- 
ment another  question  will  confront  the  writer:  How  far  do  I  com- 
promise? 

This  may  be  the  supreme  question  for  most  writers.  Ideally, 
the  writer  ought  not  to  compromise;  pragmatically,  especially  in  the 
broadcasting  field,  he  finds  he  has  to,  if  he  wants  to  make  a  living  at 
his  chosen  profession.  If  he  wishes  to  write  a  TV  play  that  can  be 
considered  dramatic  art,  he  may  be  balked  by  many  limitations. 
Should  he  persist  in  writing  as  he  pleases,  he  may  discover  that  he 
has  no  market  for  his  wares.  He  will  be  told,  repeatedly,  that  tele- 
vision is  a  mass  medium  and  that  he  must  write  for  the  least  com- 
mon denominator  of  the  audience.  Many  of  his  bread-and-butter 
assignments  will  be  just  that:  hack  work. 

Yet,  in  making  your  decision  to  remain  a  writer  in  spite  of  all 
obstacles,  you  may  learn  to  compromise  outwardly  but  not  inwardly. 
You  will  necessarily  write  within  the  limitations  of  your  medium, 
but  whatever  assignment  you  are  given  will  be  done  to  the  best  of 
your  ability.  You  have  an  obligation  to  your  audience  not  to  pawn 
off  anything  shoddy.  That  would  be  a  blow  to  your  own  integrity. 
There  are  many  praiseworthy  scripts  which  have  been  written  for 
radio  and  television.  Whether  the  broadcasting  industry  admits  it 
or  not,  and  it  has  often  been  reluctant  to  do  so,  it  depends  to  a 
tremendous  extent  on  the  writer.  His  is  the  inventiveness,  the 
creativeness  without  which  the  greater  part  of  the  programming 
would  not  exist.  And  despite  the  many  overseers  and  the  restrictive 
taboos,  there  can  be  and  there  have  been  some  excellent  creative  pro- 
ductions which  may  be  termed,  without  equivocation,  art. 

You  may  have  heard  the  statement  expressed,  generally  by 
those  of  intellectual  pretension,  that  what  is  popular  must  be  poor. 
This  is  a  false  notion.  The  writer,  who  has  something  to  say,  wants 
to  reach  the  largest  audience  possible.    Shakespeare  was  popular  and 
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wanted  his  plays  to  be  popular.  Shaw  was  not  a  whit  perturbed  at 
Pygmalion  being  a  hit  play  and  a  very  successful  film.  Dickens  was 
a  writer  of  best  sellers.  Mark  Twain  made  a  fortune  out  of  his 
books.  There  is  nothing  wrong  with  fame  and  fortune.  Some  of 
our  best  writers  have  acquired  both! 

In  your  journey  you  may  reach  the  topmost  peak.    Let  us  hope 
you  arrive  there  with  some  of  your  ideals  intact. 


JOBS    AND    CAREERS 

Writing  assign- 
ments in  broadcasting  are  many  and  varied.  You  may,  for  example, 
establish  a  career  as  a  copywriter  or  a  free-lance  dramatist.  There  is, 
of  course,  a  world  of  difference  between  the  two.  This  difference  is 
an  indication  of  how  broad  is  the  field  of  writing  for  television  and 
radio.  Broadcasting  embraces  almost  every  type  of  writing.  No 
other  medium  offers  such  a  wide  range. 

A  network  may  have  on  its  staff  creative  dramatists,  docu- 
mentary writers,  news  writers,  and  general  continuity  writers.  A 
50-kilowatt  station  may  employ  creative  writers,  news  writers,  gen- 
eral continuity  writers  and  commercial  copywriters.  Smaller  stations 
may  hire  one  or  two  writers  for  both  general  continuity  and  com- 
mercials, and  a  news  reporter  who  writes  his  own  copy.  Both  the 
networks  and  the  larger  stations  may  contract  with  free-lance 
writers  for  special  assignments.  Advertising  agencies  have  creative 
departments  which  may  employ  both  dramatists  and  copywriters. 
Many  government  agencies,  particularly  the  United  States  Informa- 
tion Agency  (USIA),  offer  careers  to  radio  and  television  writers. 
The  field,  as  you  can  see,  is  quite  extensive. 

Presumably  all  writers,  when  they  begin,  set  their  sights  on 
the  highest  form  of  creativeness  in  their  chosen  field.  In  broad- 
casting, this  apex  is  the  drama.  But  not  all  of  us  can  be  dramatists 
or,  at  least,  successful  dramatists.  This  type  of  broadcasting  is  also 
the  most  competitive  and  the  highest  paid,  for  writers,  with  the 
exception  of  gag  writers.  Yet,  as  we  have  observed,  the  field  of 
broadcast  writing  is  so  extensive  that,  in  all  probability,  the  daily 
output  of  non-dramatic  continuity  is  far  greater  than  that  of  the 
drama.    There  are  some  3,000  radio  stations  in  the  United  States 
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which  utilize  a  tremendous  amount  of  writing  little  of  which  today 
is  in  the  field  of  drama.  This  writing  consists  of  commercials,  public 
service  announcements,  talks,  musical  continuity,  program  intro- 
ductions, news  reports,  and  the  like.  Some  of  this  output  has  been 
termed  "creative"  in  the  sense  that  an  advertising  agency's  art  and 
copy  departments  are  called  "creative."  Except  for  some  types  of 
talks,  and  program  notes  for  symphonic  and  operatic  broadcasts, 
these  forms  of  writing  are  hardly  cultural  and  are  far  removed  from 
the  true  creativeness  of  the  drama. 

Within  the  broadcast  drama  itself,  there  are,  as  we  know  all 
too  well,  many  variations  from  a  standard.  Too  many  television 
dramas,  for  example,  fall  into  the  potboiler  category.  This  is  not  a 
phenomenon  peculiar  to  a  new  medium.  Ever  since  man  learned  to 
tell  his  fellow  men  a  story,  there  has  been  much  quantity  and 
comparatively  little  quality.  The  true  writer  is  always  striving  for 
quality,  constantly  endeavoring  to  improve  his  creative  efforts. 
Nevertheless,  economic  necessity  has  made  most  writers  accept 
hack  assignments.  In  many  cases,  these  assignments  prove  helpful 
in  that  they  provide  the  daily  bread  and  permit  the  writer  to  turn 
out  an  occasional  quality  script  on  which  he  may  have  to  spend  a 
great  deal  of  time. 

Some  writers  have  begun  with  rather  lowly  assignments  which 
have,  however,  qualified  them  as  professionals;  they  have  then 
found  more  ready  acceptance  when  submitting  a  finer  type  of  script 
to  other  programs.  In  other  words,  the  hack  assignment  may  be  a 
stepping  stone.  The  great  danger  in  hack  assignments  is  that  the 
writer  may  never  rise  above  them.  This  may  be  due  partly  to 
limited  talent  and  partly  to  the  exigencies  of  meeting  expenses. 
Yet  all  through  literary  history,  there  are  instances  of  the  great 
having  written  potboilers.  The  fact  is  that  the  writer,  despite  his 
frequent  carpings  about  his  profession,  would  rather  write  than 
undertake  any  other  endeavor. 

The  decision  as  to  the  sort  of  writing  career  you  wish  to  follow 
in  the  broadcasting  field  is  up  to  you.  Not  entirely,  of  course. 
Circumstances  may  help  shape  your  destiny.  You  will  find  that 
you  are  all  too  infrequently  "master  of  your  fate"  and  "captain  of 
your  soul."  But  you  can  consider  the  following  aspects  of  the  pro- 
fession and  then  make  your  decision  accordingly. 

You  may  begin  your  career  at  a  small  local  station  as  a  con- 
tinuity writer;  if  you  progress  upward  in  the  scale  you  may  wind  up 
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as  chief  of  continuity  for  one  of  the  top  stations  in  the  country  or 
for  a  network.  You  may  have  a  bent  towards  advertising;  again  it 
is  possible  to  learn  your  craft  well  at  a  small  station  or  a  small 
agency.  Eventually,  you  may  reach  the  top  rung  as  chief  copywriter 
for  a  large  advertising  agency.  Financially,  you  will  be  high  up  in 
the  scale.  Or  you  may,  during  the  course  of  your  career,  become  a 
staff  writer  at  a  network  headquarters.  In  this  capacity,  you  may  be 
called  upon  for  a  wide  variety  of  assignments,  from  musical  con- 
tinuity to  dramas  and  documentaries.  Possibly,  after  acquiring  some 
experience  in  the  commercial  field  or  after  obtaining  a  college  degree 
with  a  major,  or  many  courses,  in  radio  and  television,  you  may 
decide  on  a  government  information  career. 

Suppose,  as  do  so  many  writers,  that  you  aspire  to  the  most 
creative  goal:  free-lance  television  dramatist.  You  envision  the  time 
when  you  can  work  on  your  own  and  your  plays  appear  on  "Studio 
One,"  "Kraft  Theatre,"  "Playhouse  90"  or  their  future  equivalents. 
You  earn  enough  to  live  well.  Some  of  your  video  plays  sell  to  the 
movies.  Or  perhaps  you  adapt  one  of  your  more  successful  video 
dramas  for  the  stage  and  it  becomes  a  hit.  There  is  no  limit  to  the 
possibilities.  That  is  one  of  the  great  fascinations  of  writing.  Suc- 
cess can  be  unlimited.  Realistically,  we  must  admit,  the  crown  of 
success  is  for  the  very  few.   Why  not  for  you? 

You  may  begin  your  free-lance  journey  in  several  ways.  First, 
there  is  the  direct  approach.  You  learn  how  to  write  a  TV  play  and 
concentrate  entirely  on  this  creative  form.  Perhaps  you  are  fortunate 
and  sell  early.  Generally  the  battle  for  recognition  is  a  long  one. 
You  may  be  blessed  with  an  income  of  your  own.  You  may  live  at 
home  and  have  indulgent  parents  who  can  support  you.  If  not,  you 
may  have  to  follow  one  of  two  divergent  courses,  either  of  which, 
you  hope,  will  lead  you  to  the  desired  end.  You  get  a  job  as  a  con- 
tinuity writer  for  a  radio  or  television  station  and  pursue  your  play- 
writing  in  your  spare  hours.  Or  you  may  obtain  a  position  com- 
pletely unrelated  to  writing  and  again  use  your  spare  hours  for 
dramatic  creation. 

Even  though  you  may  spend  only  a  few  hours  each  week  at 
your  typewriter,  you  will  discover,  as  every  writer  has,  that  creative- 
ness  cannot  be  confined  by  any  set  rules  of  time  and  place.  True, 
you  must  acquire  a  discipline  of  working  habits;  this  you  will  find 
stressed  further  on  in  this  chapter.  But  a  playwright  in  the  throes  of 
creation  finds  that  his  play  is  always  with  him.    He  may  be  on  his 


GENERAL     CONSIDERATIONS 


8 


way  to  an  appointment  and  snatches  of  dialogue  will  flash  through 
his  mind.  He  may  be  taking  part  in  a  conversation  in  a  friend's 
living  room  and  suddenly  lose  the  thread  of  it  as  a  new  scene 
abruptly  occurs  to  him.  He  may  lie  awake  planning  the  denoue- 
ment. He  may  be  driving  with  his  wife  and  his  long  silences  are 
misconstrued  as  having  nothing  to  say.  Actually,  he  may  be  listening 
to  his  characters  as  they  harangue  each  other. 

For  all  this  cerebration,  this  inner  working  of  the  creative 
mind,  the  writer  must  be  an  astute  observer  of  the  world  about  him. 
The  stuff  of  life  is  the  material  from  which  he  weaves  his  plays. 
The  great  dramatists  have  been  keen  observers  of  contemporary  life 
and  their  comments  on  the  problems,  great  and  small,  of  daily  exist- 
ence, have  wielded  immeasurable  influence.  Many  have  helped 
pave  the  way  for  social  changes.  Yet  we  must  remember  that  the 
public  watches  a  play  primarily  to  be  entertained.  Therefore,  if  you 
have  something  to  say  in  your  drama,  as  you  should,  remember  al- 
ways to  say  it  entertainingly. 


QUALIFICATIONS    OF    THE    WRITER 

If  we  were  to  try 
to  formulate  some  general  qualifications  for  the  potential  TV  and /or 
radio  writer,  we  should  include  the  following: 

1 .  Inventiveness 

2.  A  sense  of  inquiry 

3.  Discipline 

4.  Knowledge  of  the  language 

5.  Knowledge  of  the  media 

6.  Perseverance 


Inventiveness 

"It  is  the  divine  at- 
tribute of  imagination  that  it  can  create  a  world  for  itself." 

—  Washington   Irving 

If  necessity  is  the  mother  of  invention,  then  imagination  surely 
is  its  father.   The  inventiveness  of  the  writer  is  his  greatest  personal 
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asset.  He  can  be  taught  techniques  but  no  teacher  can  give  a  pupil 
the  gift  of  creativeness.   The  teacher  can  only  help  to  develop  it. 

In  studying  some  of  the  daily  written  output  for  the  broadcast 
media,  it  becomes  apparent  that  some  writers  believe  inventiveness 
is  exclusively  the  tool  of  the  Actionizing  playwright.  That,  of 
course,  is  a  misconception.  The  writer  should  bring  his  imagination 
into  play  for  every  assignment  whether  it  be  a  twenty-second  intro- 
duction to  a  song  or  an  hour  drama. 

What  is  inventiveness?  Is  it  dreaming  up  a  plot,  an  idea,  a 
slogan,  even,  out  of  nothingness?  No,  it  is  rather  the  innate  ability 
to  build  a  complete  story  out  of  a  tiny  incident.  It  is  a  sort  of 
Aladdin's  lamp  of  the  mind  which  when  rubbed  with  the  gauze  of 
imagination  turns  a  hovel  into  a  palace,  a  pebble  into  a  diamond. 
It  is  the  wheelwright  standing  before  his  shop  and  conceiving  of  a 
coach  propelled  without  a  horse,  moving  more  swiftly  than  ordinary 
man  could  ever  dream. 

The  difference  between  the  journalist  and  the  dramatist  is  that 
the  one  records  events,  the  other  invents  them.  Yet  the  dramatist 
may  lean  heavily  on  the  journalist,  for  the  dramatist  will  take  the  re- 
porter's random  facts  and  by  the  power  of  his  imagination  transform 
them  into  an  integrated  living  entity.  This  entity  will  be  larger  than 
life.  In  some  instances  the  dramatist  will  add  deeper  tragedy  to  the 
fact  and  in  others  he  will  clothe  the  starkness  with  a  cloak  of 
romanticism. 

The  writer  who  toils  with  words  must  make  an  ally  of  imagina- 
tion and  let  it  govern  his  every  effort. 


A  sense   of   inquiry 

"A     curious     person 
who  searches  into  things  under  the  earth  and  in  heaven."  —  Plato 

If  he  is  not  already  endowed  with  a  natural  curiosity  about 
people  and  places,  the  writer  must  develop  a  sense  of  inquiry.  He 
must  be  an  explorer  who  is  continually  making  discoveries  about  his 
fellow  men. 

It  is  not  our  intention  to  imply  that  the  writer  must  become  a 
prying  gossip  who  embarrasses  people  with  intimate  questions. 
Rather  he  must  acquire  the  reporter's  facility  in  learning  the  whys 
and  wherefores  of  any  given  situation.    Besides,  people  like  to  talk 
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about  themselves  and  given  half  a  chance,  they  will.  At  this  point, 
the  writer  becomes  a  rapt  listener  and  makes  copious  mental  notes. 

If  he  has  an  opportunity  to  travel,  he  should  do  all  he  can  to 
acquaint  himself  with  the  native  population,  to  delve  into  the 
customs  and  traditions  of  the  country,  to  see  for  himself  what  day- 
to-day  existence  is  really  like  in  this  foreign  land.  This  means 
avoiding  the  well-trodden  tourist  paths  that  afford  only  a  superficial 
view. 

Although  travel  will  broaden  the  writer's  horizon,  it  is  not  an 
essential  to  his  craft.  W.  Somerset  Maugham,  a  superb  craftsman, 
came  upon  a  wealth  of  story  ideas  in  his  constant  travels.  But  Nobel 
Prize  winner  William  Faulkner  found  all  the  raw  material  he  needed 
in  his  home  town,  Oxford,  Mississippi. 

A  story  is  generated  by  an  individual;  history,  by  a  people. 


Discipline 

"The  art  of  writing 
is  the  art  of  applying  the  seat  of  the  pants  to  the  seat  of  the  chair." 

—  Mary   Heaton  Morse 

The  sooner  the  potential  writer  learns  to  discipline  himself,  the 
sooner  he  will  transform  potential  into  professional. 

Nowhere  is  the  need  for  discipline  more  essential  than  in 
writing  for  television  or  radio.  These  are  deadline  media  which 
permit  little  leeway.  The  beginning  writer  ought  to  set  himself  a 
goal,  even  if  it  be  as  little  as  five  hundred  words  a  day.  On  the  face  of 
it,  five  hundred  words  a  day  may  appear  a  trifle.  Try  it.  You  will  very 
shortly  discover,  even  within  the  space  of  a  week,  the  true  meaning 
of  discipline. 

Consider  this  fact:  if  you  are  able  to  write  a  thousand  words  a 
day  on  a  five-day  weekly  basis,  in  ten  weeks  you  will  have  written 
fifty  thousand  words.  If  your  output  is  limited  to  five  hundred 
words  a  day,  in  that  same  ten-week  period  you  will  still  have  reached 
twenty-five  thousand  words.  Of  course,  there  will  be  days  when  you 
cannot  for  the  life  of  you  do  more  than  a  hundred  words  or  even  a 
sentence.  But  there  will  be  days  when  you  find  you  have  totaled  two 
thousand.  This  would  probably  have  been  termed  piddling  bv  the 
prodigious  Thomas  Wolfe,  but  then  genius  is  in  a  class  by  itself. 

If  you  were  to  begin  your  writing  career  at  a  250-watt  radio 
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station  or  at  one  of  the  mushrooming  new  television  stations,  you 
would  be  required  to  turn  out  a  daily  stint  of  copy.  You  will  not  be 
able  to  wait  for  a  bolt  of  inspiration  to  strike  you.  To  paraphrase  that 
ancient  French  proverb,  "The  appetite  comes  with  the  eating"  —  for 
the  writer,  the  inspiration  comes  with  the  writing. 

The  free-lance  writer  may  find  it  even  more  difficult  to  dis- 
cipline himself.  He  may  not  have  the  work-conducive  atmosphere 
of  an  office  or  the  daily  nine  to  five  routine.  If  he  writes  at  home 
and  has  a  family,  there  are  the  myriad  distractions  of  which  children 
are  so  eminently  capable.  And  it  is  so  easy  to  find  things  to  do  to 
keep  the  writer  from  the  more  arduous  task  of  completing  a  script. 
Gardening,  if  you  own  a  home;  a  lamp  that  needs  fixing;  a  new  shelf 
to  be  put  up.  Simple  and  relaxing  work,  and  rewarding,  too,  but  it 
doesn't  pay  the  bills. 

As  a  result  the  free-lance  writer  finds  it  essential  to  set  a  definite 
time  schedule  and  stick  to  it.  He  may  not  work  more  than  a  few 
concentrated  hours  a  day  but  the  importance  of  self-discipline,  which 
insures  a  regular  output,  cannot  be  overestimated. 

In  discussing  the  free-lancer,  we  have  been  speaking  in  terms 
of  the  television  or  radio  playwright  who  is  successful  enough  to 
earn  his  living  solely  through  his  writing.  There  are  many  free- 
lance writers  who  we  may  term  the  part-timers.  These  are  writers 
who  do  not  earn  their  living  exclusively  by  writing.  Their  income 
may  be  derived  from  an  allied  field,  such  as  teaching  of  English 
literature,  or  from  some  source  totally  removed  from  writing,  such 
as  clerking.  The  part-time  writer,  more  than  any  other,  must  achieve 
some  form  of  discipline.  He  comes  home  tired  after  the  day's  work 
and  the  very  thought  of  pushing  the  typewriter  keys  is  abhorrent. 
Or  he  starts  to  reflect  that  after  all  he  is  already  earning  a  living  and 
the  chances  are  he's  only  bucking  for  a  rejection  slip  so  why  not  turn 
on  the  television  and  let  someone  else  do  the  entertaining.  Week- 
ends there's  golf  and  a  party  or  two  or  the  neighbors  just  invite  you 
in  for  a  couple  of  drinks.  Ah,  yes,  the  many  pleasant  distractions 
and  who  is  to  say  "Satan!    Get  thee  behind  me!" 

Reginald  Rose,  one  of  the  better  and  more  successful  television 
playwrights,  states  in  the  foreword  to  his  volume,  Six  Television 
Plays:  "I  worked  as  a  copywriter  for  a  small  advertising  agency  spe- 
cializing in  men's  and  women's  wear  and  all  of  my  television  writing 
was  done  at  night  and  on  weekends.  I  realized  that  these  sixteen- 
hour  days  were  becoming  ridiculous  when  I  found  myself  referring 
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to  my  oldest  boy,  then  four  years  of  age,  as  "what's-his-name."  .  .  . 
I  now  work  a  four-hour  day  and  know  all  four  boys'  names  at  all 
times."  In  these  three  sentences  you  find  the  complete  success  story 
of  the  part-timer  who  became  a  full-timer,  who  has  written  more 
than  a  dozen  hour-long  originals  for  television,  two  of  which, 
"Twelve  Angry  Men"  and  "Crime  in  the  Streets,"  were  sold  for 
handsome  sums  to  the  movies. 

There  are  very  few  part-timers  who  are  going  to  turn  into 
Reginald  Roses  but  discipline  is  absolutely  essential  if  the  part-timer 
is  to  become  a  selling  writer  or  achieve  that  wonderful  goal  of 
earning  a  living  at  the  work  he  loves  best. 


Knowledge  of  the  language 

"The     function     of 
language  is  twofold:  to  communicate  emotion  and  to  give  information." 

—  Aldous  Huxley 

The  writer  is  a  purveyor  of  words  and  should  try  to  maintain 
an  ever-increasing  inventory.  He  may  build  up  his  warehouse  of 
words  from  a  variety  of  sources:  the  speech  of  the  people;  reading 
books,  magazines,  newspapers;  classroom  attendance;  listening  to 
radio;  watching  television;  going  to  the  theater  or  a  movie.  A  dic- 
tionary and  a  thesaurus  are  invaluable  aids. 

This  does  not  mean  that  the  writer  has  to  be  a  model  of  erudi- 
tion. Many  readers,  we  are  sure,  after  viewing  some  of  the  current 
television  programs  will  get  the  impression  that  they  are  written  in 
words  of  one  syllable!  While  it  is  true  that  simplicity  is  the  keynote 
of  writing  for  the  broadcast  media,  the  apparent  simplicity  of 
many  TV  dramas,  the  plays  of  Paddy  Chayefsky,  for  example,  is 
very  deceptive.  Often  it  is  a  studied  simplicity,  consciously  and 
carefully  arrived  at  by  the  author. 

The  writer  of  drama  may  conceive  of  a  character  whose  edu- 
cation, upbringing  and  economic  status  are  of  the  highest.  Another 
character  may  be  at  the  opposite  end  of  the  scale.  The  writer's 
dialogue  must  be  able  to  portray  these  widely  differing  backgrounds. 
As  Laurence  Binyon,  the  English  poet,  stated:  "A  man's  language  is 
an  unerring  index  of  his  nature." 

The  commercial  copywriter  must  invent  a  dozen  different  ways 
to  say  the  same  thing  and  thus  his  warehouse  of  words  needs  con- 
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stant  replenishing.  The  speech  writer  must  try  to  avoid  the  ear- 
wearying  cliches.  This  is  not  always  possible.  As  a  matter  of  fact, 
at  times  the  familiar  sentence  will  help  to  drive  home  a  point.  But 
new,  aptly  conceived  phrases  are  always  refreshing.  The  writer  of 
musical  continuity  should  be  ever  on  the  search  for  a  new  way  to 
describe  an  old  song,  and  the  news  writer  for  the  pithy  phrase  that 
says  so  much  in  so  few  words. 

The  beginning  writer  is  an  apprentice  slowly  and  diligently 
learning  the  use  of  the  master  craftsman's  tools,  in  order  that  he 
may  acquire  the  master's  facility  in  the  use  of  those  tools. 

-*         Knowledge  of  the   media 

"There  is  no  knowl- 
edge that  is  not  power."  —  Emerson:  "Society  and  Solitude" 

A  craftsman  must  be  familiar  with  his  tools.  The  television  or 
radio  writer  should  have  a  working  knowledge  of  the  mechanics  of 
the  media.  He  can  gain  this  knowledge  in  several  ways.  He  may 
discover  a  great  deal  by  watching  —  not  casually,  to  be  entertained, 
but  critically,  to  learn.  He  may  read  books  which  will  describe  in 
some  detail  the  complex  process  by  which  television  and  radio  pro- 
grams are  broadcast.  A  list  of  several  such  books  will  be  found  in  the 
bibliography  at  the  end  of  this  book.  He  may  visit  his  local  television 
and  radio  stations  and  observe  the  programs  in  progress.  Many  uni- 
versities which  give  courses  in  television  and  radio  make  it  a  practice 
to  take  a  class  on  a  field  trip,  i.e.,  either  on  a  guided  tour  of  a 
broadcasting  station  or  to  observe  a  particular  program  from  sign  on 
to  sign  off.  Workshops  enable  students  to  work  directly  with  cameras 
and  microphones  and  to  familiarize  themselves  first  hand  with  the 
technical  aspects  of  broadcasting.  College  and  university  owned  and 
operated  radio  and  television  stations  afford  practical  training  op- 
portunities. 

Perseverance 

"Few  things  are  im- 
possible to  diligence  and  skill."  —  Samuel  Johnson 

The  writer  must  learn  early  in  his  career  to  be  persistent. 
Unless  he  is  one  of  the  very  few  fortunates  who  strike  a  rich  vein 
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the  moment  they  dig  into  the  broadcast  fields,  he  will  find  the  odds 
are  very  much  against  him.  If  Dr.  Gallup  were  to  take  a  nation- 
wide poll,  it  is  fairly  probable  he  would  discover  that  90  per  cent  of 
the  literate  population  either  has  written  a  television  or  radio  script 
or  made  a  mental  note  to  write  one.  And,  of  course,  one  that  would 
be  far  superior  to  the  current  crop! 

Editors,  despite  the  constant  cry  of  a  dearth  of  scripts,  are 
literally  bombarded  with  scripts  and  if  they  become  weary  and 
jaded  and  reach  rather  hurriedly  for  a  rejection  slip,  who  is  to 
blame  them?   The  dearth  actually  is  not  of  scripts  but  of  good  scripts. 

On  the  other  hand,  there  is  the  instance  of  the  young  man  who 
took  a  year's  course  in  writing  for  television  and  at  the  end  of  that 
time  not  only  sold  two  hour  dramas  to  the  networks  but  had  one 
of  them  purchased  by  a  major  Hollywood  film  producer.  This  is  a 
heartening  experience  and  one  which,  undoubtedly,  will  have  every 
aspiring  TV  playwright  saying  to  himself:  "Perhaps  this  can  happen 
to  me." 

Perhaps  it  can,  but  the  writer  should  realize  that  the  above 
instance  is  the  very  rare  exception.  He  may  have  to  write  a  dozen 
scripts  before  one  is  accepted.  And  here  let  us  offer  a  word  of 
caution:  do  not  in  a  fit  of  temperament  destroy  anything  you  have 
written.  If  you  get  beyond  the  golden  door,  you  will  find  that  you 
will  need  all  your  ideas.  As  long  as  you  have  faith  in  your  script, 
hold  on  to  it;  a  bit  of  skillful  rewriting  may  turn  the  previously 
rejected  manuscript  into  an  eminently  saleable  one.  Story  editors 
come  and  go.  The  "climate"  of  the  times  may  change  and  you  may 
find  that  the  script  that  came  back  is  suddenly  welcomed  with  open 
check  book. 

Your  faith  in  your  work,  however,  must  be  tempered  by  an 
ability  for  self-criticism.  This  faculty  for  judging  your  own  script  is 
difficult.  If  you  have  just  taken  a  page  of  dialogue  hot  from  your 
typewriter,  your  mood  is  one  of  elation  and  every  word  may  seem 
to  have  the  sound  of  genius.  Put  it  aside  till  the  next  day,  at  least. 
Return  to  it  cold  and  if  then  the  feeling  of  elation  still  persists, 
maybe  you've  got  something. 

The  writer  is  a  creature  of  compulsion.  He  may  write  every 
day.  Sometimes,  he  may  not  write  for  weeks  or  months  but  event- 
ually he  will  find  himself  compelled  to  put  words  on  paper.  The 
degree  of  persistence  is  in  direct  ratio  to  the  degree  of  compulsion. 
It  spells  the  difference  between  the  dilettante  and  doer. 
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If  you  were  to  asl 
the  broadcast  writer  what  audience  he  is  writing  for,  his  answe: 
might  well  be  "everybody."  With  the  vast  number  of  television  anc 
radio  stations  blanketing  the  country,  any  program  at  any  giver 
time  has  some  audience.  The  Annual  Report  of  the  Federal  Com 
munications  Commission  (FCC)  for  the  fiscal  year  of  1956  tell: 
us  that  there  are  approximately  500  commercial  television  stations 
more  than  20  educational  TV  stations,  some  2900  Amplitude  Mod 
ulation  (AM),  530  Frequency  Modulation  (FM)  and  160  educa 
tional  FM  radio  stations  on  the  air.  The  FCC  estimates  tha: 
".  .  .  over  90  per  cent  of  the  nation's  population  is  now  within  rang( 
of  two  or  more  stations  and  that  nearly  39  million  TV  sets  are  nov\ 
in  use." 

This  chapter  will  deal  with  the  composition  of  that  audienct 
and  describe  how  its  viewing  and  listening  habits  are  measured. 


THE    TELEVISION    AUDIENCE 

In   Septembei 
1955,   U.S.  News  and  World  Report  published  a  comprehensive 
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article  on  ten  years  of  television  with  the  provocative  title:  "What 
TV  is  doing  to  America."  The  lead  sentence  of  that  article  is  highly 
significant:  "The  biggest  of  the  new  forces  in  American  life  today  is 
television." 

How  much  a  part  of  American  life  is  television?  Here  are 
some  vital  statistics : 

The  A.  C.  Nielsen  Company  in  its  1956  report  on  the  Radio 
and  Television  Audience  stated  that  72  per  cent  of  all  homes  in 
the  United  States  have  TV  sets.  The  average  viewing  time  in  these 
homes  is  six  hours  daily.  "Daily  viewing,"  the  report  continues, 
"starts  slowly  in  the  morning  hours,  picks  up  steam  in  the  after- 
noons, then  rises  to  an  impressive  nighttime  high  ranging  from  three 
hours  and  26  minutes  (week  nights)  to  3  hours  and  57  minutes 
on  Saturday." 

This  vast  TV  audience  of  35,100,000  homes  —  and  remem- 
ber that  this  figure  will  be  larger  by  the  time  you  read  this  book  — 
has  some  rather  decided  preferences  in  the  matter  of  programs. 
The  sixty-minute  variety  show  attracts  the  greatest  number  of 
viewers,  with  the  situation  comedy,  the  western  drama  and  the  one- 
hour  drama  following  in  that  order.  Time-wise,  the  trend  for 
evening  network  TV  is  towards  the  hour  and  longer  program. 

Program  preference  is  colored  by  the  composition  of  the  family, 
depending  on  whether  there  are  children,  and  the  ages  of  the 
children.  Unless  the  parents  are  very  adamant  about  their  children's 
viewing  habits,  or  have  certain  programs  they  insist  upon  seeing,  a 
great  deal  of  viewing  in  the  family  will  be  decided  by  the  children. 
If  they  are  younger  than  teen-age,  that  influence  lasts  until  9  p.m., 
generally,  depending  on  the  children's  bedtime.  The  teen-age  in- 
fluence may  last  perhaps  an  hour  later.  A  drastic  change  will  arise, 
of  course,  when  homes  have  two  or  more  TV  sets  just  as  so  many 
homes  today  have  two  or  more  radios. 

Television  is  attempting  to  make  deep  inroads  into  the  morn- 
ing and  afternoon  audience,  most  of  which  is  still  loyal  to  radio. 
Programs  such  as  the  Garroway  morning  show,  the  "Arlene  Francis 
Show"  and  "Matinee  Theater"  have  been  vying  for  the  multi-million 
daytime  audience. 

Many  of  our  readers,  we  are  sure,  can  remember  the  days, 
only  a  few  years  back,  when  most  TV  stations  began  their  broadcast 
schedule  in  the  late  afternoon  or  early  evening  hours.  Besides  the 
economic  factor  —  the  cost  of  putting  on  programs  for  the  entire 
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day,  many  of  which  might  have  to  begin  on  an  experimental,  un- 
sponsored  basis  —  there  was  the  social  factor  to  consider.  Would 
the  breadwinner,  for  instance,  have  any  time,  while  rushing  through 
breakfast,  to  view  a  television  program?  Would  the  housewife, 
busy  with  her  household  chores,  have  any  time,  during  the  day,  to 
spend  before  the  TV  screen? 

Those  questions  have  been  answered  to  some  extent.  The 
morning  and  afternoon  programs  have  found  sponsors  because  they 
have  enticed  viewers.  The  ingenuity  of  the  housewife  has  enabled 
her  to  set  up  her  ironing  board  and  watch  the  television  screen 
without  burning  holes  in  Johnny's  shirt  or  Peggy's  dress!  We  do  not 
know  of  any  survey  which  has  discovered  how  many  housewives 
watch  TV  with  the  vacuum  running  over  the  living  room  rug 
and  it  is  manifestly  impossible  for  the  housewife  to  keep  her  eye  on 
the  roast  and  the  television  set  at  one  and  the  same  time.  As  a  result, 
the  writer  of  daytime  television  programs  may  face  a  different  prob- 
lem from  that  of  writing  evening  programs.  He  may  have  to  con- 
centrate much  more  on  the  audio  so  that  the  video  complements  the 
dialogue  rather  than  having  many  completely  visual  scenes.  In  this 
way,  the  housewife,  if  she  has  a  chore  in  another  room,  may  still 
follow  the  program  by  hearing  what  is  going  on. 

We  find  then,  that  for  many  daytime  television  programs,  the 
writer  is  combining  radio  and  TV  techniques. 


THE      RADIO    AUDIENCE 

With  the  advent 
of  television,  there  were  many  gloomy  predictions.  (1)  It  would 
prove  the  death  knell  of  the  movies.  Who  was  going  to  pay  to  look 
at  a  motion  picture  screen  when  you  could  watch  your  home  screen 
free?  And  (2)  it  would  make  radio  obsolete.  Who  would  want  to 
listen  only  when  now  he  could  both  listen  and  see? 

At  this  writing,  and  we  daresay  for  the  foreseeable  future, 
neither  Hollywood  nor  radio  has  become  extinct  nor  show  any  signs 
of  imitating  the  dodo.  No  one  will  question  the  inroads  of  television. 
Run  through  a  current  radio  log  and  compare  it  with  a  pre-TV  log 
and  the  change  is  immediately  apparent.  The  big  shows  have  moved 
to  television.    The  top  comedians,  the  high  rated  dramas,  the  big 

GENERAL     CONSIDERATIONS  ]Q 


variety  programs  are  now  firmly  entrenched  in  television  with  the 
result  that  the  radio  network  audience  has  suffered  a  tremendous 
decline  in  the  evening  hours. 

Note  that  we  say  "evening  hours."  The  situation  is  quite  dif- 
ferent during  the  day.  The  Nielsen  report  (The  Radio  and  Tele- 
vision Audience  1956)  shows  that  "radio  has  greater  use  than  TV 
during  75  per  cent  of  all  the  hours  between  6:00  a.m.  and  6:00 
p.m.  Monday  through  Friday  .  .  .  and  until  3:00  p.m.,  radio 
reaches  an  average  of  more  than  twice  as  many  homes." 

"Since  1950,"  the  Nielsen  report  states,  "radio  ownership  has 
increased  by  4,000,000  .  .  .  until  today  over  96  per  cent  of  all  U.S. 
homes  have  at  least  one  radio.  (A  big  percentage  have  more  than 
one  set  in  the  home  plus  another  in  the  family  car.)"  There  is  a 
vast  number  of  automobile  radios,  and  they  are  steadily  on  the  in- 
crease. And,  as  of  1956,  there  were  more  than  ten  million  homes 
in  the  United  States  with  radio  only. 

The  writer  for  radio  is  therefore  not  sending  his  scripts  into 
the  void.  But  his  opportunities  are  far  more  limited  than  they  were 
before  the  advent  of  TV.  Some  radio  "soap  operas"  still  command 
a  large  and  loyal  following.  And  any  night  will  find  a  half  dozen 
corpses  floating  through  the  radio  airwaves  as  the  omnipresent  "cops" 
chase  the  ubiquitous  "robbers"  through  a  mystery  script. 

The  radio  audience  has  become  rather  nomadic.  It  listens  in 
automobiles  while  it  travels  about  the  country;  it  listens  at  picnics 
and  on  the  beaches;  and  even  at  home  it  does  its  listening  all  over 
the  house:  in  the  kitchen,  the  den,  the  bedroom,  the  workshop. 
NBC  attempted  to  take  advantage  of  this  often  sporadic  type  of 
listening  with  its  weekend  "Monitor"  which  broke  away  from  the 
rigid  time  segments  of  quarter  hour  or  half  hour.  "Monitor"  spots 
sometimes  run  three  minutes,  one  minute,  seven  minutes,  depending 
on  their  interest  value. 

Teen-agers,  the  pop  disc  jockeys'  mainstays,  form  a  great  bulk 
of  the  radio  audience.  Commercial  copy  for  such  programs  should 
be  geared  accordingly.  The  good  music  station,  which  attracts  a 
more  adult  audience,  requires  a  different  copy  approach.  Many 
radio  stations  try  to  keep  to  a  middle  road  musically  with  selections 
they  hope  will  appeal  to  a  wider  audience;  this  entails  still  another 
approach  for  the  writer. 

An  awareness  of  audience  is,  therefore,  not  only  an  asset  but  a 
decided  necessitv  to  the  broadcast  writer. 
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AUDIENCE    MEASUREMENT 

From  the  begin- 
nings of  commercial  broadcasting,  sponsors,  logically  enough,  wanted 
to  have  some  precise  idea  of  the  size  and  composition  of  the  audience 
their  programs  were  reaching.  They  knew  that  when  they  advertised 
in  magazines  or  newspapers,  they  had  a  definite  guaranteed  circula- 
tion. The  purveyors  of  print  could  quote  actual  subscription  figures 
and  knowledgeable  newsstand  sales.  The  task  was  not  so  simple  for 
the  broadcasting  industry.  It  was  comparatively  easy  to  obtain  from 
manufacturers  and  retailers  the  number  of  radio  and  television  sets 
sold  but  it  was  a  much  more  complicated  problem  to  determine  who 
listened  to  what  program  and  how  often. 

Several  methods  were  devised  by  researchers: 

1.  The  Telephone  Coincidental  Method; 

2.  The  Personal  Interview  Method; 

3.  The  Diary  Method; 

4.  The  Electronic  Method. 

All  four  of  these  methods  have  their  values  and  their  short- 
comings. However,  we  do  not  believe  it  is  the  place  of  this  text 
to  evaluate  the  different  procedures.  Rather,  it  is  our  purpose  to 
present  a  short  summary  of  each  method  to  acquaint  the  reader, 
de  facto,  of  what  is  current  in  measurement  research.  It  will  also 
familiarize  him  with  what  is  meant  by  a  Nielsen,  a  Trendex,  a 
Pulse,  or  an  ARB  rating.  There  are  other  audience  measurement 
organizations  whose  services  are  available  to  the  broadcasting  in- 
dustry. We  have  chosen  the  aforementioned  services  to  illustrate 
the  various  techniques  because  they  are  each  practitioners  of  a  differ- 
ent method. 

All  surveys,  it  is  to  be  noted,  use  the  projection  method,  i.e.,  a 
certain  sampling  of  the  population  is  contacted  and  from  this  sample 
there  is  projected  an  audience  count  for  the  city  surveyed  or  for  the 
entire  country.  This  projection  scale  is  scientifically  approved  as  a 
research  method.  Obviously,  it  would  be  nearly  impossible,  physically 
and  economically,  to  reach  every  person  of  listening  or  viewing  age 
in  the  United  States  on  a  daily,  weekly  or  monthly  basis. 

Surveys  obtain  the  following  information  for  their  subscribers: 

(a)  Number  of  sets  in  use; 

(b)  Ratings  and  share  of  audience; 
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(c)  Sponsor  identification; 

(d)  Audience  composition. 

Ratings  are  not  intended  to  be  a  modern  sword  of  Damocles 
hanging  over  every  program,  although  sometimes  they  appear  to  have 
that  effect.  The  audience  measurement  organizations  operate  on  a 
purely  objective,  scientific  basis,  convinced  of  their  accuracy,  despite 
the  criticism  that  arises,  from  time  to  time,  by  performers  and 
producers,  and  by  competitive  measurement  firms.  Rating  figures 
must  be  thoroughly  analyzed  and  understood.  The  important  factor 
of  audience  composition  must  be  taken  into  consideration.  For 
example,  a  shaving  cream  manufacturer  would  naturally  prefer  a 
large  male  audience.  His  program,  A,  may  have  a  lower  rating  than 
program  B.  However,  if  program  A  is  shown  to  have  an  audience 
preponderantly  male  while  program  B  has  an  audience  largely  fem- 
inine, he  is  undoubtedly  better  off  with  program  A. 

Nevertheless,  it  is  true  that  consistently  low  ratings  will  sound 
the  death  knell  of  a  program  and  this  is  certainly  of  concern  to 
the  writer.  If  the  program  he  is  writing  for  receives  high  ratings, 
then  his  purse  will  inflate  correspondingly.  If  it  rates  lowest  in  the 
competition,  he  will  probably  be  searching  for  another  assignment. 


THE    TELEPHONE    COINCIDENTAL    METHOD 

This  method,  uti- 
lized by  Trendex,  employs  reporters  who  place  calls  during  the  time 
the  program  is  on  the  air.  There  are  five  specific  questions  asked  by 
the  reporters: 

1.  Was  anyone  in  your  home  looking  at  television  just  now? 

2.  What  program,  please? 

3.  What  station,  please? 

4.  What  is  advertised?  Or,  How  many  men,  women,  children 
are  looking  (listening)? 

5.  Do  you  have  a  television  set?  (Asked  when  television  is 
not  specifically  mentioned.) 

Answers  to  Question  1  will  indicate  the  number  of  Sets-in-Use, 
while  responses  to  Questions  2  and  3  give  the  basis  for  computing 
Ratings  and  Share  of  Audience.  (Trendex  offers  comparative  listener 
responses  in  fifteen  cities  where  three  or  more  networks  are  providing 
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programs  at  the  same  time.)  The  answers  to  Question  4  serve  in 
computing  Sponsor  Identification  and  Audience  Composition  In- 
dexes. The  results  of  Question  5  are  used  to  obtain  a  base  of  tele- 
vision homes  from  the  random  sample  of  all  telephone  homes. 


THE    PERSONAL    INTERVIEW    METHOD 

In  this  method,  the 
viewer  or  listener  is  interviewed  and  asked  to  recall  the  program  he 
watched  or  listened  to  the  previous  day,  or  the  hours  preceding  the 
interview.  For  example,  in  order  to  ascertain  viewing  or  listening 
done  between  the  hours  of  8  a.m.  and  12  noon,  the  interview  would 
take  place  between  4  and  5  p.m.  For  programs  scheduled  between 
the  hours  of  7  p.m.  to  12  midnight,  interviews  would  take  place  the 
next  evening  between  6  and  7p.m. 

Interviewers  are  generally  adult,  married  women  who  are  local 
residents  of  the  communities  they  survey. 

This  personal  interview  method,  as  utilized  by  Pulse,  operates, 
briefly,  as  follows:  "Samples  are  taken  from  latest  U.S.  Census  block 
statistics  published  for  each  city.  Surrounding  areas  are  studied  as 
blocks.  The  interviewer  has  no  control  over  addresses  to  be  called 
on.  She  starts  in  at  a  designated  number  in  a  block,  and  working 
clockwise,  covers  every  other  home,  alternating  upstairs  and  down 
for  two-family  dwelling  units;  one  apartment  to  a  floor  elsewhere, 
moving  back  by  apartment  size  where  there  are  one,  two,  three  and 
more  rooms  per  apartment." 

A  printed  roster  of  programs  by  quarter  hours  is  used  by  Pulse. 
However,  interviewers  determine  family  activity  at  home  before 
showing  the  roster.  This  is  done  in  order  to  avoid  misleading  or 
inflating  statements.  If,  for  instance,  it  was  determined  that  the 
set  was  not  in  use  during  the  hours  to  be  surveyed,  the  interviewer 
would  ask  routine  questions  but  would  not  use  the  roster.  On  the 
other  hand,  if  the  set  were  in  use,  then  intensive  questioning  would 
be  employed.  After  every  survey,  Pulse  sends  out  a  mail  inquiry 
to  check  on  whether  the  interview  was  made  as  specified.  Spot 
checks  are  also  made  by  supervisors  in  the  field. 
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THE    DIARY    METHOD 

This  method  of 
audience  research  consists  in  obtaining  the  cooperation  of  a  number 
of  typical  families  in  keeping  a  diary  of  all  the  viewing  done  by  the 
family  during  the  week.  This  is  the  method  utilized  by  the  American 
Research  Bureau  (ARB).  ARB  issues  two  reports  each  month  covering 
all  counties  in  the  United  States  within  a  150-mile  radius  of  any 
TV  signal.  Audience  studies  are  also  made  for  individual  television 
markets. 

The  diary  issued  to  the  cross  section  of  families  is  a  compact 
pamphlet  with  a  page  for  each  day  in  the  week  on  which  can  be 
noted  the  time  of  viewing,  the  station  viewed,  the  name  of  the 
program  and  the  number  of  people  watching  (men,  women,  children 
under  16).  There  are  instructions  with  each  diary  to  guide  the 
family  in  accurate  reporting. 

In  addition  to  actual  programs  viewed,  the  diary  obtains  other 
pertinent  information  such  as  television  reception.  The  family  is 
asked  to  list  all  the  stations  which  they  can  clearly  receive.  The 
composition  of  the  household  by  age  and  sex  is  also  determined. 
And  there  is  a  query  on  commercials:  "Of  all  the  television  com- 
mercials you've  seen  this  week,  which  one  did  you  like  the  best?" 
"Which  one  did  you  like  the  least?" 

The  ARB  supervised  viewer-diary  technique  includes  three 
basic  interviews:  one  made  during  the  location  of  the  sample  family 
and  two  additional  ones  during  the  diary  week.  Samples  are  com- 
pletely changed  for  each  separate  study. 


THE    ELECTRONIC    METHOD 

The  A.  C.  Nielsen 
Company,  which  is  the  world's  largest  marketing  research  organiza- 
tion, entered  the  broadcast  measurement  field  many  years  ago.  It 
has  taken  over  the  former  Hooper  national  network  rating  service 
and  has  concentrated  its  efforts  in  utilizing  electronics  for  research. 
The  Nielsen  Company  developed  an  "Audimeter,"  an  automatic 
recorder  which  records  on  tape  or  film,  and  is  attached  to  the  tele- 
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vision  or  radio  set;  it  registers  an  impulse  for  every  minute  of  viewing 
time. 

In  each  of  a  panel  of  carefully  selected  homes,  distributed 
scientifically  throughout  the  United  States,  an  "Audimeter"  makes  a 
continuous,  minute-by-minute  record  for  each  receiver  showing  the 
station  to  which  it  is  tuned.  Homes  chosen  for  research  purposes 
include  those  with  and  without  television,  with  one,  two  and  three 
or  more  radios,  with  and  without  telephone,  urban  and  rural,  all 
socio-economic  brackets,  all  ages  and  family  sizes,  and  each  of  these 
groups  in  its  proper  proportion.  Tapes  or  films  are  removed  from 
the  Audimeters  twice  a  month  and  tabulated  by  special  IBM 
machines. 

The  Nielsen  Company,  as  do  other  rating  services,  believes 
that  it  has  a  large  enough  sample  which  can  be  projected  to  all 
United  States  radio  and  television  homes.  These  ratings  show  a 
program's  nationwide  appeal  or  lack  of  appeal,  its  standing  against 
competitive  hours,  and  often  can  forecast  a  trend. 

In  order  to  assure  accuracy  both  in  the  recording  apparatus  and 
the  myriad  tabulations,  the  Nielsen  Company  found  it  necessary  to 
develop  additional  apparatus  of  even  greater  complexity  than  the 
Audimeter: 

1.  Inspection  machines  to  eliminate  defective  listening  and 
viewing  records. 

2.  Decoding  and  keypunching  machines  to  get  the  data  in 
form  for  IBM  tabulation. 

3.  Attachments  and  modifications  for  IBM  tabulating  ma- 
chines. This  was  necessary  since  the  tabulation  of  Nielsen  Audience 
Research  statistics  is  one  of  the  most  complex  operations  performed 
by  IBM  machines. 

4.  Automatic  typewriting  and  printing  devices. 

Some  idea  of  the  astronomical  tabulations  involved  may  be 
gained  by  the  following  statement  from  the  Nielsen  brochure,  "Tele- 
vision Audience  Research":  ".  .  .  400  full-time  (Nielsen)  workers 
.  .  .  produce  5,000,000  new  facts  each  day  and  perform  50,000,000 
statistical  computations  each  day,  and  each  year  they  print  126,000 
copies  of  report  books  containing  21,000  different  pages  and 
10,000,000  different  figures." 
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CONCLUSION 

It  must  be  obvious 
that,  to  coin  a  phrase,  broadcast  ratings  are  not  pulled  out  of  thin 
air.  Neither  are  they  drawn  from  some  mathematical  wizard's  hat. 
Much  effort,  study,  money  and  manpower  have  gone  into  audience 
measurement  research,  and  the  rating  services  are  continually  trying 
to  improve  their  methods. 

Program  producers,  stars,  writers,  await  each  current  rating  with 
the  same  apprehension  with  which  the  producer,  the  cast,  the  writer  of 
a  Broadway  play  turn  to  the  drama  pages  the  morning  after  an 
opening.  The  cold  statistics,  like  the  drama  critics'  reviews,  will 
always  be  the  subject  of  warm  controversy. 
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Material  for  the 
writer  is  as  wide  as  the  span  of  life.  His  source  may  be  autobi- 
ographical: interesting  events  that  have  occurred  to  him  or  which 
he  has  personally  witnessed.  Hearsay  may  not  be  admissible  as 
evidence  in  a  court  of  law  but  to  the  writer  of  fiction  it  may  provide 
the  basis  for  a  story.  The  advice  to  the  potential  writer,  that  he  dig 
in  his  own  backyard  to  unearth  a  story,  has  been  repeated  countless 
times.  It  is  still  true  today  as  it  was  when  first  uttered.  If  you  choose  a 
subject  about  which  you  know  little  or  write  about  a  strata  of  society 
with  which  you  are  unfamiliar  you  may  find  yourself  sailing  un- 
charted seas  and  unable  to  navigate  safely  home. 

There  are,  of  course,  always  exceptions.  A  recent  novel,  hailed 
by  critics  as  an  excellent  study  of  the  Eskimo,  was  written  by  a 
novelist  who  gained  all  his  knowledge  of  Eskimos  at  the  public 
library.  It  is  difficult  to  set  hard  and  fast  rules  for  writing,  especially 
writing  for  television  and  radio.  Once  you  formulate  a  rule,  you  are 
likely  to  find  that  rule  broken  by  the  very  next  television  program 
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you  watch  or  radio  program  you  listen  to.  Yet  we  must  have  some 
general  principles  which  the  embryo  writer  can  follow  without  be- 
coming confused. 

We  find  an  analogy  in  the  field  of  modern  art.  The  true 
painter  does  not  begin  with  non-objective  or  pure  abstractionist 
work.  He  first  learns  the  elements  of  composition,  the  relationship 
of  colors,  the  demands  of  perspective.  Once  he  has  mastered  the 
fundamentals,  he  may  break  away  from  these  basic  principles  and 
invent  forms  of  his  own.   That  is  the  nature  of  the  creative  artist. 


SOURCES 

Many  writers  find 
the  newspapers  and  news  magazines  excellent  source  material;  not 
the  headline  stories  on  page  one  but  the  brief  items  on  page  four 
or  five.  Or  you  may  find  an  idea  for  a  script  in  a  radio  or  TV  news- 
cast. Some  time  ago,  this  author  was  listening  to  a  CBS  year-end 
roundup  and  heard  a  woman  relate  a  few  of  her  experiences  when 
the  plane  on  which  she  was  a  passenger  was  forced  down  in  a  heavy 
snowfall.  This  incident  provided  the  basis  for  a  prize-winning  script, 
"Together  We  Live." 

A  few  words  of  caution  regarding  the  use  of  factual  material 
will  not  be  amiss  here.  The  laws  of  libel  and  slander  and  the  use  of 
actual  names  are  considered  in  another  section  of  this  chapter  under 
the  heading  "Taboos."  However,  from  the  story  angle  itself,  the 
writer  may  find  that  if  he  hews  too  closely  to  the  facts,  paradoxically 
enough,  the  result  is  a  script  that  may  be  unbelievable.  The  maxim 
that  truth  is  often  stranger  than  fiction  is  no  mere  cliche.  Transfer 
the  truth  verbatim  into  the  guise  of  a  play  and  you  may  come  up 
with  an  incredible  tale.  Your  cries  that  this  is  the  way  it  actually 
happened  will  move  the  editors  and  producers  not  one  whit. 

Robert  Buckner,  screen  writer  and  playwright  commented: 
"The  great  fault  of  most  true  stories  is  their  improbability;  it  is  far 
simpler  to  imagine  a  convincing  plot  than  to  borrow  one  from  actual 
facts."  And  John  Crosby,  the  syndicated  television  and  radio  critic, 
pointed  out  in  one  of  his  columns  the  apparent  unbelievability  of 
the  actual.  If  the  writer  were  to  use  as  a  character  a  ten-year-old  boy 
who  knew  more  about  stocks  and  investments  than  most  veteran 
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brokers,  the  reader  would  insist  that  this  was  a  figment  of  fantasy. 
Yet,  as  any  quiz  program  fan  can  tell  you,  a  ten-year-old  financial 
wizard  appeared  on  "The  Big  Surprise"  and  won  the  jackpot  of 
$100,000.  If  the  playwright  is  looking  for  any  moral,  it  may  very 
well  be  the  following:  build  your  foundation  on  facts,  if  you  wish, 
but  brick  the  house  with  fiction. 

Writers  often  find  other  writers  a  great  source  of  inspiration. 
This  is  not  to  suggest  any  notion  of  plagiarizing.  But  all  workers  in 
the  arts  have  gone  to  the  old  masters  to  learn  from,  to  be  inspired 
by  and  to  draw  upon.  If  you  were  to  take  a  museum  tour  with  an 
art  instructor,  he  would  undoubtedly  point  out  to  you  how  artists 
have  been  influenced  by  their  predecessors.  A  study  of  Shakespeare 
reveals  that  the  greatest  of  all  playwrights  drew  much  of  his  source 
material  from  Holinshed's  Chronicles. 

There  is  only  one  criterion:  what  the  artist  —  and  we  use 
the  term  in  its  all-encompassing  sense  —  does  with  the  material.  If 
he  has  only  the  talent  to  copy,  he  will  be  decried  as  a  mere  imitator. 
But  if  he  is  truly  creative,  he  will  bring  to  his  work,  no  matter  the 
source,  an  air  of  originality,  a  breath  of  invention,  a  deep  draught  of 
imagination.  In  fact,  the  source  may  never  be  apparent  for  the 
writer  has  now  created  a  thing  of  his  own. 


THE    WRITER    AS    RESEARCHER 

The  writer  may  be 
called  upon  to  prepare  scripts  on  so  wide  a  variety  of  topics  that  it 
would  be  impossible  for  him  to  be  thoroughly  informed  on  all  of 
them.  If  he  is  employed  as  a  staff  writer  for  a  network,  or  under 
contract  to  the  network,  he  will  be  fortunate  in  having  a  research 
department  to  assist  him  in  obtaining  essential  background  material 
and  to  authenticate  any  statements  in  his  script.  If,  for  instance, 
he  requires  correct  medical  terminology  for  a  hospital  sequence,  the 
research  department  will  be  able  to  obtain  it  for  him. 

The  free-lance  writer  and  the  writer  on  the  local  level,  gen- 
erally, have  no  such  research  department  to  help  them.  But  they 
can  make  use  of  local  library  facilities  and  they  will  find  that  in 
almost  all  instances,  the  librarian  will  be  glad  to  assist  them,  if  not 
in  furnishing  the  material  itself,  at  least  in  guiding  them  to  the 
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proper  source.  They  can,  of  course,  avail  themselves  of  any  of  their 
friends  who  are  in  the  professions:  a  doctor,  lawyer,  engineer,  ac- 
countant, and  so  on. 

Only  a  minority  of  writers  appear  to  be  aware  of  the  research 
assistance  available  to  them  from  their  federal  government.  The 
agencies  of  government  cover  almost  every  facet  of  our  daily  lives. 
If  the  writer  is  working  on  a  script  which  has  a  military  background, 
he  can  have  it  checked  for  authenticity  by  the  Office  of  Public 
Information,  Department  of  Defense.  If  his  script  concerns  an 
individual  suffering  from  a  malignant  disorder,  he  can  secure  any 
available  knowledge  concerning  the  disorder  from  the  Information 
Division  of  the  Public  Health  Service.  The  writer  will  find  these 
government  sources  and  others  invaluable  when  he  cannot  readily 
obtain  the  information  from  books  accessible  to  him. 

How  much  research  should  the  writer  do?  The  answer  de- 
pends on  the  assignment.  If  he  is  under  contract  to  write  a  series 
of  scripts  which  require  scientific  or  medical  knowledge  he  may 
have  to  do  a  great  deal  of  research  in  order  to  fully  familiarize  him- 
self with  the  subject;  or  he  may  be  assigned  to  write  a  documentary, 
which  requires  extensive  travel  and  preparation.  Usually  he  needs 
enough  knowledge  to  give  an  air  of  authenticity  to  his  script,  to  use 
a  technical  phrase  correctly,  to  place  an  historic  event  properly. 
The  writer  should  have  a  sense  of  obligation  to  his  audience  and  the 
successful  writer  will  be  neither  lazy  nor  slipshod  in  his  search  for 
what  is  correct. 


DEVELOPMENT    OF    IDEAS 

The  journey  from 
the  opening  scene  to  the  closing  curtain  is  a  highly  personal  one. 
It  is  a  lonely  path  that  no  two  writers  traverse  in  similar  fashion. 
It  is  as  subjective  as  the  thought  process  itself. 

Many  writers  will  block  out  a  complete  script  before  they  start, 
scene  by  scene.  This  is  helpful  especially  in  meeting  the  require- 
ments of  the  television  or  radio  play.  In  a  half-hour  play,  you  have 
to  plan  your  sequence  of  events  to  build  to  a  crisis  at  the  halfway 
mark:  the  first  act  curtain.  Then  build  to  a  climax  and  final  resolu- 
tion in  the  closing  act.    In  the  three-act  hour  play,  you  have  two 
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crises  to  lead  up  to.  Your  outline  will  show  you  where  you  are 
going.  However,  it  is  altogether  probable  that  somewhere  along  the 
route  you  will  encounter  many  detours  of  your  own  making. 

Other  writers  will  formulate  an  idea  in  their  minds,  know 
generally  in  which  direction  they  are  travelling  and  fill  in  the  route 
details  as  they  journey. 

The  development  of  the  idea  is  generally  the  most  difficult 
process  for  the  writer.  Once  the  idea  has  gone  through  the  incuba- 
tion stage  and  is  fully  hatched,  the  actual  writing  of  the  script,  for 
the  professional,  is  comparatively  simple.  The  fear  that  continually 
plagues  the  writer  is  the  possibility  of  running  dry.  The  enormous 
amount  of  material  required  to  meet  the  needs  of  the  two  or  three 
thousand  television  and  radio  dramas  produced  each  year  make  it 
necessary  to  depend  on  numerous  adaptations.  The  creator  of 
original  dramas  for  the  broadcast  media  does  not  have  time  for  long 
incubations.  Therefore,  in  order  to  maintain  the  essential  output, 
the  writer  must  have  these  intravenous  feedings  of  adaptations. 

Suppose  we  examine  the  development  of  an  idea  from  its 
inception.  The  writer  is  pondering  a  plot.  Through  his  mind  runs 
a  recent  incident:  He  had  called  on  his  friend,  Joe,  one  night.  Joe 
had  answered  the  doorbell.  He  was  wearing  an  apron  which  he 
removed  hastily  and  with  much  embarrassment.  No,  he  couldn't 
join  the  poker  session.  He  .  .  .  er  .  .  .  had  some  work  to  do  around 
the  house.    Poor,  henpecked  Joe. 

Perhaps  there  was  a  story  about  Joe,  a  story  with  a  twist.  The 
Cinderella  tale.  Only,  in  this  case,  Cinderella  would  be  a  man. 
Put  the  man  in  a  modern,  easily  recognizable  setting.  He  lives  in  a 
small  suburban  home.  He  has  a  dominating  wife  and  two  grown 
children.  He  makes  a  fairly  adequate  living  but  never  enough  to 
meet  the  demands  of  his  wife  and  his  youngsters.  His  wife  is  very 
active  in  community  affairs,  president  of  this  and  that  organization, 
busy  making  speeches,  etc.  So  Joe  finds  himself  often  cooking  dinner 
and  cleaning  house  since  he  can't  afford  a  maid.  He  is  weighed 
down  by  bills.  He  has  lost  the  respect  of  his  friends.  One  night 
Joe  finds  himself  alone  at  home.  His  wife  has  gone  to  a  meeting. 
His  daughter  is  out  on  a  date.  His  son  is  visiting  a  friend.  Joe  is 
left  with  the  dishes  to  wash  and  he  is  under  orders  from  his  wife 
to  vacuum  the  living  room.    He  is  wretched. 

Now  the  idea  is  beginning  to  develop.  But  here  the  writer 
pauses  and  takes  a  deep  cerebral  breath.    Should  he  play  it  straight? 
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Cinderella  was  a  fairy  tale.  Perhaps  this  play  ought  to  be  fantasy. 
Introduce  a  fairy  godmother.    But  who? 

Suppose  Joe's  wife  is  continually  berating  him.  He  can't  even 
fix  an  ordinary  faucet  leak.  She  blames  it  on  his  poor  upbringing,  a 
mother  who  spoiled  him.  Joe's  mother  has  been  dead  for  a  year  now 
and  the  only  time  Joe  rebels  is  when  a  disparaging  remark  is  made 
about  his  mother.  Maybe  that's  the  answer  .  .  .  the  fairy  godmother? 
Joe's  own  mother  .  .  .  reappearing  out  of  the  blue.  Maybe  that's 
your  title  also:  "Out  of  the  Blue." 

Perhaps  at  this  moment,  the  reader  should  pause  and  become 
the  writer.  How  would  you  develop  this  story?  For  a  half-hour 
play  or  an  hour  play?  What  conflicts  would  you  present?  How 
would  you  show  the  complete  metamorphosis  of  Joe?  What  other 
characters  would  you  bring  in?   Joe's  boss?   Joe's  neighbors? 

Give  your  mind  an  exercise  in  developing  an  idea.  The  author 
could  give  his  version,  but  the  chances  are  that  your  version  and 
that  of  a  hundred  other  readers  would  be  completely  at  variance. 
Of  most  importance  to  you  as  a  potential  writer  for  the  broadcast 
media  is  the  exercise  in  training  yourself  to  develop  a  script  from  the 
birth  of  an  idea  to  a  mature  and  satisfactory  conclusion. 

Since  this  book  is  not  confined  exclusively  to  the  writing  of 
drama,  we  must  consider  the  development  of  ideas  in  relation  to 
other  types  of  continuity.  A  great  deal  of  thought  and  planning,  for 
example,  goes  into  the  making  of  a  commercial.  Perhaps  the  reader 
has  at  one  time  or  another  seen  or  heard  the  "Harry  and  Bert"  com- 
mercials prepared  for  the  Piel  Brothers  Brewing  Company.  These 
commercials  have  won  unanimous  acclaim  from  the  trade  press. 
An  American  Research  Bureau  survey  (August  1956)  found  that 
commercials  for  Piel's  Beer  ranked  first  as  those  TV  announcements 
most  admired  by  the  public.  And,  of  most  importance  to  the 
sponsor,  they  have  helped  to  break  all  sales  records. 

The  creator  of  "Harry  and  Bert"  is  Ed  Graham,  formerly  a 
copywriter  for  the  Young  and  Piubicam  Advertising  Agency  and  now 
president  of  Goulding-Elliott-Graham.  Goulding  and  Elliott  are 
probably  better  known  to  radio  listeners  as  "Bob  and  Ray."  They 
are,  incidentally,  the  voices  of  "Harry  and  Bert." 

How  did  Ed  Graham  develop  the  idea  for  these  outstanding 
commercials,  "Harry  and  Bert"?   Let  him  tell  you: 

The  idea  for  creating  "the  Piel  Brothers"  came  about  when  I 
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looked  at  the  Piel  label  and  noticed,  in  fine  print,  a  legal  line.  It  read: 
"A  product  of  Piel  Brothers,  Brooklyn,  N.Y." 

Once  past  this  step,  however,  one  thing  has  distinguished  these 
trade  characters  from  any  number  of  others.  And  that  is  the  fact  that 
they  have  individual  personalities. 

Most  of  the  trademark  advertising  characters  which  I  can  recall 
seemed  only  to  exist  as  "shills"  for  their  products.    Such  quotations  as 

"Folks  who  know,  choose ,"  or  "Give  yourself  a ,  the 

finest,"  were  hardly  indicative  of  a  special  person  speaking  to  you. 
Instead,  most  advertising  creations  said  simply  what  any  advertiser 
would  like  to  hear  and  let  it  go  at  that. 

It  was  my  feeling  that  in  order  to  make  "Harry  and  Bert"  real  — 
they  would  have  to  exist  as  people  first,  as  salesmen  second.  In  order 
to  assure  this,  I  wrote  complete  biographies  on  each  of  the  two  ficti- 
tious gentlemen  and  thought  about  them  for  a  week  or  so  before 
actually  writing  any  commercials. 

After  this  initial  step,  the  commercials  seemed  almost  to  write 
themselves.  For  given  any  situation  it  seemed  that  the  reactions  of 
these  two  new  salesmen  would  have  to  follow  along  certain  lines. 

The  characters  were  written  to  exist  in  every  possible  selling 
medium  from  TV  to  Dealer  Meetings.  The  radio  commercials  were 
the  first  to  go  on  the  air,  however.  And  when  their  reaction  proved 
favorable  to  this  relatively  inexpensive  test,  the  brothers  took  over  on 
television,  in  newspapers,  on  billboards,  and  at  the  point  of  sale. 

This  is  undoubtedly  not  the  way  the  average  copywriter  tackles 
his  assignment,  which  is  probably  what  makes  him  average.  Cer- 
tainly, the  copywriter  who  has  to  turn  out  a  raft  of  commercials  at 
a  small  agency  or  a  local  radio  or  television  station  may  not  have 
the  time  to  develop  ideas  to  such  an  extent.  It  is  possible  also  that 
he  may  not  have  the  degree  of  talent.  However,  there  is  a  lesson 
here  for  every  writer :  an  idea  may  begin  with  the  flash  of  inspiration 
but  it  takes  a  great  deal  of  mental  application  to  bring  it  to  fruition. 


TABOOS 

The  broadcast 
writer,  early  in  his  career,  must  learn  to  compromise.  If  he  believes 
that  no  subject  is  untouchable,  no  language,  no  matter  how  stark  or 
epithetical,  unusable,  no  scene  too  revealing,  then  he  had  better 
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attempt  the  stage  play  or  the  novel.  He  will  find  television  and 
radio  too  restrictive. 

On  the  other  hand,  there  are  enough  topics,  both  adult  and 
compelling,  which  he  can  tackle.  And,  as  in  any  other  literary 
endeavor,  the  gauge  of  his  writing  is  only  limited  by  the  measure  of 
his  talent. 

The  National  Association  of  Radio  and  Television  Broadcasters 
issues  The  Television  Code  which  is  a  guide  to  the  ethics  of  the 
industry.  The  section  on  Acceptability  of  Program  Material  is 
pertinent  to  the  writer  and  we  are  reproducing  below  those  items 
which  are  of  particular  interest  to  him.  These  taboos  as  outlined 
in  The  Television  Code  (Third  Edition,  July  1956)  apply  equally 
to  the  radio  writer. 


Acceptability  of   program   material 

Program  materials  should  enlarge  the  horizons  of  the  viewer, 
provide  him  with  wholesome  entertainment,  afford  helpful  stimula- 
tion, and  remind  him  of  the  responsibilities  which  the  citizen  has 
towards  his  society.   Furthermore: 

Profanity,  obscenity,  smut  and  vulgarity  are  forbidden,  even  when 
likely  to  be  understood  only  by  part  of  the  audience.  From  time  to 
time,  words  which  have  been  acceptable,  acquire  undesirable  meanings, 
and  telecasters  should  be  alert  to  eliminate  such  words. 

Words  (especially  slang)  derisive  of  any  race,  color,  creed,  na- 
tionality or  national  derivation,  except  wherein  such  usage  would  be 
for  the  specific  purpose  of  effective  dramatization  such  as  combating 
prejudice,  are  forbidden,  even  when  likely  to  be  understood  only  by 
part  of  the  audience.  From  time  to  time,  words  which  have  been  ac- 
ceptable, acquire  undesirable  meanings,  and  telecasters  should  be  alert 
to  eliminate  such  words. 

Attacks  on  religion  and  religious  faiths  are  not  allowed. 

Reverence  is  to  mark  any  mention  of  the  name  of  God,  His  at- 
tributes and  powers. 

When  religious  rites  are  included  in  other  than  religious  programs 
the  rites  are  accurately  presented  and  the  ministers,  priests  and  rabbis 
portrayed  in  their  callings  are  vested  with  the  dignity  of  their  office 
and  under  no  circumstances  are  to  be  held  up  to  ridicule. 

Respect  is  maintained  for  the  sanctity  of  marriage  and  the  value 
of  the  home.  Divorce  is  not  treated  casually  nor  justified  as  a  solution 
for  marital  problems. 

Illicit  sex  relations  are  not  treated  as  commendable. 
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Sex  crimes  and  abnormalities  are  generally  unacceptable  as  pro- 
gram material. 

Drunkenness  and  narcotic  addiction  are  never  presented  as  desir- 
able or  prevalent. 

The  use  of  liquor  in  program  content  shall  be  de-emphasized. 
The  consumption  of  liquor  in  American  life,  when  not  required  by 
the  plot  or  for  proper  characterization,  shall  not  be  shown. 

In  reference  to  physical  or  mental  afflictions  and  deformities, 
special  precautions  must  be  taken  to  avoid  ridiculing  sufferers  from 
similar  ailments  and  offending  them  or  members  of  their  families. 

Televised  drama  shall  not  simulate  news  or  special  events  in  such 
a  way  as  to  mislead  or  alarm. 

The  presentation  of  cruelty,  greed  and  selfishness  as  worthy  mo- 
tivations is  to  be  avoided. 

Excessive  or  unfair  exploitation  of  others  or  of  their  physical  or 
mental  afflictions  shall  not  be  presented  as  praiseworthy. 

Criminality  shall  be  presented  as  undesirable  and  unsympathetic. 
The  condoning  of  crime  and  the  treatment  of  the  commission  of  crime 
in  a  frivolous,  cynical  or  callous  manner  is  unacceptable. 

The  presentation  of  techniques  of  crime  in  such  detail  as  to  invite 
imitation  shall  be  avoided. 

The  use  of  horror  for  its  own  sake  will  be  eliminated;  the  use  of 
visual  or  aural  effects  which  would  shock  or  alarm  the  viewer,  and  the 
detailed  presentation  of  brutality  or  physical  agony  by  sight  or  by 
sound  are  not  permissible. 

Law  enforcement  shall  be  upheld,  and  the  officers  of  the  law  are 
to  be  portrayed  with  respect  and  dignity. 

The  presentation  of  murder  or  revenge  as  a  motive  for  murder 
shall  not  be  presented  as  justifiable. 

Suicide  as  an  acceptable  solution  for  human  problems  is  pro- 
hibited. 

The  exposition  of  sex  crimes  will  be  avoided. 

The  appearances  or  dramatization  of  persons  featured  in  actual 
crime  news  will  be  permitted  only  in  such  light  as  to  aid  law  enforce- 
ment or  to  report  the  news  event. 

The  copywriter  will  find  the  section  on  Presentation  of  Advertis- 
ing of  especial  value  and  again  we  are  reproducing  several  para- 
graphs which  we  believe  are  of  particular  interest. 
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Presentation  of  advertising 

Advertising  messages  should  be  presented  with  courtesy  and  good 
taste;  disturbing  or  annoying  material  should  be  avoided;  every  effort 
should  be  made  to  keep  the  advertising  message  in  harmony  with  the 
content  and  general  tone  of  the  program  in  which  it  appears. 

Advertising  copy  should  contain  no  claims  intended  to  disparage 
competitors,  competing  products,  or  other  industries,  professions  or 
institutions. 

Television  broadcasters  should  exercise  the  utmost  care  and  dis- 
crimination with  regard  to  advertising  material,  including  content, 
placement  and  presentation,  near  or  adjacent  to  programs  designed  for 
children.  No  considerations  of  expediency  should  be  permitted  to 
impinge  upon  the  vital  responsibility  towards  children  and  adolescents, 
which  is  inherent  in  television,  and  which  must  be  recognized  and 
accepted  by  all  advertisers  employing  television. 

Because  all  products  of  a  personal  nature  create  special  problems, 
such  products,  when  accepted,  should  be  treated  with  especial  emphasis 
on  ethics  and  the  canons  of  good  taste;  however,  the  advertising  of 
intimately  personal  products  which  are  generally  regarded  as  unsuit- 
able conversational  topics  in  mixed  social  groups  is  not  acceptable. 

A  television  broadcaster  should  not  accept  advertising  material 
which  in  his  opinion  offensively  describes  or  dramatizes  distress  or 
morbid  situations  involving  ailments,  by  spoken  word,  sound  or  visual 
effects. 

Because  of  the  personal  nature  of  the  advertising  of  medical 
products,  claims  that  a  product  will  effect  a  cure  and  the  indiscriminate 
use  of  such  words  as  "safe,"  "without  risk,"  "harmless,"  or  terms  of 
similar  meaning  should  not  be  accepted  in  the  advertising  of  medical 
products  on  television  stations. 


LEGAL    PITFALLS 

There  remains  a 
last  word  of  caution  to  the  writer  ...  as  if  he  had  not  been  cautioned 
enough!  A  legal  phrase  has  arisen  in  recent  years  to  plague  the 
writer:  "invasion  of  privacy." 

Let  us  explore  the  meaning  of  that  phrase  without  getting 
ourselves  entangled  in  a  skein  of  legal  technicalities.  The  beginning 
writer  is  advised  to  choose  his  material  from  the  realm  of  his  own 
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experience,  to  write  about  people  he  knows.  Yet  herein  lies  the 
danger.  If  the  writer  models  one  of  his  characters  so  closely  on  an 
actual  living  person  as  to  make  that  fictional  character  readily 
recognizable,  then  the  writer  is  vulnerable  to  an  invasion  of  privacy 
suit.  It  does  not  matter  whether  the  character  is  portrayed  as  a  hero 
or  a  villain  as  far  as  invasion  of  privacy  is  concerned.  However,  the 
portrayal  of  an  actual  person  as  a  villain  may  have  direr  consequences 
since  the  law  of  libel  or  slander  may  be  invoked. 

You  will  note  that  we  have  used  the  qualification,  "living 
person."  There  is  no  invasion  of  privacy  if  dead  persons  are  por- 
trayed, except  under  very  rare  circumstances. 

There  have  been  instances  where  writers  have  been  sued  even 
when  they  have  portrayed  a  fictional  character  as  good  and  noble, 
when  that  character  has  been  proved  to  be  the  counterpart  of  a  living 
person.  Fortunately,  in  such  cases  the  judge  has  not  awarded  any 
damages  since  no  harm  has  been  done  to  the  person.  Such  cases 
do  have  their  nuisance  value,  however.  Punitive  damages  may  be 
awarded  if  the  character  portrayal  resulted  in  loss  of  prestige  or 
position. 

Suppose  you  wanted  to  do  a  play  about  the  woman  down  the 
street  whose  husband  came  home  drunk  every  night.  If  the  play 
went  on  the  air  and  the  husband  and  wife  happened  to  see  it  and 
easily  recognized  themselves,  you  might  very  well  be  sued  for  in- 
vasion of  privacy.  Truth  is  a  defense  where  defamation  is  claimed 
but  it  is  no  defense  in  cases  where  actual  invasion  of  privacy  is 
proved. 

This  then  is  a  legal  pitfall  the  writer  must  beware  of,  but  it  is 
one  he  can  avoid  easily  enough.  Unless  he  is  writing  a  fantasy 
about  Martians,  he  will  in  the  main  draw  his  material  from  the  life 
about  him.  Actual  incidents  will  inspire  him  but  then  he  must  put 
his  imagination,  his  inventiveness  and  his  skill  to  work.  Change  the 
location  of  the  events,  perhaps  the  age  of  the  characters,  the  jobs 
they  have.  Emulate  the  skillful  tailor  who  can  alter  Joe's  suit  so  that 
it  fits  John  perfectly  and  is  no  longer  recognizable  as  Joe's.  But  it 
still  retains  the  basic  cloth. 

On  the  other  hand,  if  someone  you  knew  told  you  of  an  ex- 
perience in  his  or  her  life  which  you  believed  would  make  an  excel- 
lent play,  you  could  ask  permission  to  use  the  incident.  Approval 
would  remove  any  danger  of  invasion  of  privacy. 

Anvone  who  has  been  involved  in  a  le^al  suit  will  know  how 
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complex  the  law  can  be.  Therefore,  the  only  sage  advice  we  can 
offer  is  that  if  you  have  any  worries  about  "invasion  of  privacy," 
check  with  a  lawyer. 


A    HAPPY    NOTE 

Perhaps  after  read- 
ing these  restrictions,  you  may  begin  to  feel  that  you  must  approach 
the  typewriter  handcuffed.  Though  it  is  true  that  the  majority  of 
broadcast  dramas  are  rather  innocuous,  there  are  a  great  many  which 
are  stirring  in  theme,  very  capably  written  and  thought  provoking. 
When  you  come  right  down  to  it,  how  many  of  the  novels  that  are 
written,  plays  produced,  short  stories  printed  can  be  classified  as 
great  literature  or  even  literature  at  all. 

We  suggest  that  if  you  wish  to  write  for  television  that  you 
study  the  finished  product  as  it  comes  to  you  on  the  home  screen. 
Base  your  judgements  on  the  better  scripts,  not  the  poorer  ones. 
You  will  never  succeed  if  you  approach  the  medium  with  a  "this  is 
beneath  me"  attitude.  Emulate  a  script  you  admire  and  you  will 
find  that  if  you  do  have  to  make  a  compromise,  it  will  be  a  happy 
one. 
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When  radio  made 
its  swift  growth  in  the  world  of  communications,  it  brought  with  it 
a  new  form  of  writing.  Every  other  medium  in  which  the  writer 
works  is  visual  or  requires  the  use  of  visual  apparatus,  mechanical 
or  human:  the  camera  or  the  eye.  The  stage,  and  even  more,  the 
screen,  lean  heavily  on  visual  action.  Radio  is  different.  It  exists  in 
an  eyeless  world  and  it  demands  a  writing  style  that  is  completely 
aural. 

We  know  now  that  the  lack  of  the  visual  was  no  handicap  to 
radio,  that  this  deficiency  was  more  than  compensated  for  by  man's 
imagination.  Television's  child  may  be  unaware  of  the  heyday  pro- 
ductions of  radio  but  his  parents  will  remember  the  former  splendor 
of  network  radio  programs,  the  brilliance,  the  poetry,  the  perceptive- 
ness  of  a  script  by  Norman  Corwin  or  Archibald  MacLeish,  the 
fascinating  horror  of  a  tale  by  Arch  Oboler. 

This  "Aural  Style  of  Writing"  has  been  discussed,  definitively, 
by   Albert  Crews   in   his  book,    Professional  Radio   Writing.     Our 
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concentration  in  this  chapter  will  be  on  the  new,  visual  medium  of 
television,  its  unique  requirements  and  its  similarities  to,  and  differ- 
ences from,  other  media. 


VIDEO    AND    RADIO 

For  radio,  the 
writer  has  to  think  in  terms  of  picture  words,  dialogue  which  will 
immediately  create  an  image  for  the  listener.  In  this,  he  is  aided 
and  abetted  by  the  use  of  sound  and  music.  Granted  that  the 
listener's  imagination  is  of  invaluable  assistance  to  the  radio  writer, 
the  scripter  is,  nevertheless,  obligated  to  inform  his  audience  of 
many  basic  details  such  as  location,  time,  movement,  dress,  appear- 
ance. These  details  require  comparatively  little  aural  explanation  in 
television.  The  video  writer  has  the  camera,  which  follows  move- 
ment; the  set,  which  explains  location;  the  visible  actors,  whose 
appearance  and  dress  are  obvious. 

Now  that  broadcasting  has  emerged  into  the  realm  of  the 
visual,  the  writer  also  has  new  vistas  open  to  him.  He  no  longer 
writes  for  the  ear  alone.  He  may  make  full  use  of  a  basic  element 
of  drama,  the  distinguishing  element  between  "blind"  radio  and 
visual  television:  the  pantomime.  Here,  for  example,  is  a  scene 
from  a  "Father  Knows  Best"  script: 

Eames  comes  out  of  the  kitchen  carrying  a  tray  of  wine  glasses,  which 
he  places  on  a  serving  stand  near  the  kitchen  door.  He  glances  long- 
ingly at  the  speakers'  table,  then  goes  into  the  kitchen.  Jim  is  the  only 
one  in  a  position  to  see  Eames.  At  first,  he  doesn't  recognize  him,  but 
then  he  does,  and  the  irony  of  the  whole  thing  registers  in  his  face. 
Just  before  Eames  goes  back  into  the  kitchen,  Kathy  starts  to  turn  in 
that  direction,  but  Jim  grabs  her  so  that  she  won't  see  him. 

This  sequence  tells  its  story  by  movement,  facial  expression, 
set  and  props.  It  also  illustrates  the  fundamental  principle  that  in 
visual  writing,  the  dramatist  must  indicate  the  movements  of  his 
characters  and  describe  their  reactions.  We  will  discuss  this  point 
further  but  first  let  us  see  what  happens  if  the  above  scene  were  to 
be  written  for  radio  presentation.  The  simplest,  and  probablv  the 
most  effective  approach,  for  this  particular  scene,  would  be  to  utilize 
Jim  as  the  narrator. 
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Jim  :  I  was  seated  at  the  banquet  table  at  Lazarro's  restaurant.  We  were 
all  waiting  anxiously  for  the  appearance  of  our  guest  of  honor.  I 
saw  an  old  man  shuffling  out  of  the  kitchen  carrying  a  tray  of  wine 
glasses.  I  watched  him  place  the  glasses  on  a  serving  stand  near 
the  kitchen  door.  At  first  I  didn't  recognize  the  old  man.  Then  I 
stared  in  surprise.  It  was  Eames  .  .  .  our  guest  of  honor!  And  there 
he  was  working  as  a  dishwasher  .  .  .  not  knowing  this  banquet  was 
for  him.  I  looked  around  quickly.  Nobody  at  the  table  had  seen 
Eames.  Then  my  daughter,  Kathy,  turned  in  Eames'  direction.  I 
grabbed  her  and  turned  her  away. 

You  will  note  that  the  irony  of  the  situation,  which  is  evident 
in  Jim's  expression  in  the  video  sequence,  must  be  put  into  words 
for  the  radio  scene.  Each  movement,  Eames  coming  into  the 
kitchen,  Kathy  turning  in  his  direction,  must  be  explained  verbally. 
The  location  must  be  specified.  Word  pictures  are  called  for:  "an 
old  man  shuffling  out  of  the  kitchen." 

The  differences  between  the  video  and  the  radio  style  are 
further  illustrated  by  this  excerpt  from  a  radio  script : 

Music:      for  time  passage     fade  for 

Sound:      hammer  on  wooden  rail 

Matt:       Hello,  Hank. 

Hank:       Hi .   .   . 

Matt:        Is  my  Ma  around? 

Hank:        She  was  here  a  minute  ago  .  .  .  told  me  to  fix  this  fence  rail 

'fore  it  falls  to  the  ground  .  .  .  she  went  over  to  the  barn. 
Matt:       Oh  .  .  .  yeah  ...  I  see  her  now  .  .  .  (calling)  Ma  .  .  .  Ma 

.   .   .   (fade  out) 
Sound:      footsteps  on  gravel 
Matt:        (fade  in)   Ma  .   .   . 
Mrs.   H:    Hello,   son. 

Here,  music  has  been  used  for  a  time  transition,  later  on,  a 
sound  effect  (footsteps  on  gravel)  has  been  employed  for  a 
place  transition;  that  is,  going  from  one  scene  to  another.  To  help 
achieve  this  latter  effect,  a  fade  out  of  Hank's  voice  is  indicated; 
that  is,  he  moves  back  from  the  microphone  to  give  the  illusion  of 
being  at  a  distance. 

The  radio  writer,  untroubled  by  the  necessity  for  physical  sets, 
can  utilize  many  scenes  simply  by  the  device  of  music  and/or  sound 
effects  for  transitions.    His  script  is  written  in  the  same  manner 

GENERAL     CONSIDERATIONS  4Q 


whether  the  production  is  to  be  live  or  recorded.  But  the  video  writer 
must  ascertain  first  whether  his  program  is  to  be  live  or  filmed  be- 
cause his  technique  will  be  affected.  Transitions  may  present  prob- 
lems in  live  productions.  Film  plays  offer  more  choice  and  scope  of 
locations.  In  the  foregoing  illustrative  sequence,  a  film  play  could 
shoot  each  scene,  between  Matt  and  Hank,  and  between  Matt  and 
his  mother,  at  different  times.  A  live  teleplay  might  very  well  reverse 
the  radio  action  and  have  Matt's  mother  enter  the  same  set  which 
her  son  and  Hank  occupy. 

In  considering  the  number  of  scenes,  the  radio  writer  has  al- 
most as  much  freedom  as  the  short  story  writer.  The  screen  writer 
has  the  widest  latitude  in  the  choice  of  locations  because  of  the 
extensive  budgets  for  motion  pictures.  The  stage  dramatist  is  the 
most  limited  in  the  use  of  physical  sets.  Television  is  somewhere  in 
between.  These  are  all  factors  which  influence  a  writer's  technique 
and  with  which  he  must  be  thoroughlv  cognizant. 


STAGE    AND    SCREEN 

Actually,  the  video 
play  is  more  closely  allied  to  the  screen  play  than  any  other  form  of 
writing.  Both  utilize  the  same  basic  mechanical  device:  the  camera. 
The  filming  of  almost  all  half-hour  dramas  and  the  fact  that  many 
of  the  hour  and  a  proportion  of  the  90-minute  plays  are  also  being 
filmed  are  further  indications  of  the  close  alliance  between  television 
and  motion  pictures. 

All  three  media,  stage,  screen,  television,  have  common  ele- 
ments: dialogue  and  pantomime.  Yet  there  is  a  differentiation  in 
the  use  of  these  elements  due,  in  large  measure,  to  the  composition 
of  their  respective  audiences.  Both  stage  and  screen  plays  are 
presented  in  a  more  formal  atmosphere  than  the  video  play,  and 
to  an  audience  which  is  at  once  more  homogeneous  and  gregarious. 
The  stage  play  reaches  mostly  an  adult  audience  and  generally  at- 
tracts patrons  of  higher  than  average  intelligence.  This  permits  the 
stage  dramatist  to  write  in  a  more  literary  fashion.  He  has  a  much 
wider  range  in  choice  of  theme  than  the  video  playwright.  The 
ideas  he  propounds  may  be  more  complex,  the  dialogue,  more 
erudite,  and  because  the  stage  dramatist  has  more  time,  his  character 
and  plot  development  may  be  fuller  and  richer. 
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The  video  writer,  conscious  of  the  fact  that  his  audience  is 
heterogeneous  and  widely  scattered,  that  his  time  and  subject  matter 
are  limited,  shapes  his  style  to  meet  the  needs  of  a  very  demanding 
medium,  one  which  requires  as  much  or  even  greater  craftsmanship 
than  the  theater. 

Television  writing  must  be  concise,  simple,  always  coherent. 
It  is  directed  to  all  the  people,  not  a  select  segment.  It  tends  there- 
fore to  be  idiomatic  in  style,  and  avoids  the  flowery,  the  formal  and 
the  literary  phrase.  The  video  writer  finds  that  he  cannot  indulge  in 
meandering,  or  pause  for  philosophic  commentary.  He  must  get 
quickly  to  the  core  of  his  play. 

What  may  often  seem  a  paucity  of  words  on  the  part  of  the 
video  writer  is  more  likely  an  equating  of  his  work  with  the  mass 
medium,  a  realistic  acceptance  of  the  fact  that  in  day-to-day  con- 
versation, the  average  viewer  uses  a  limited  vocabulary.  Dialogue 
is  conversation.  Even  the  very  learned  sprinkle  their  conversations 
with  idiomatic  phrases.  The  writer  to  achieve  verisimilitude  must 
have  an  ear  for  the  speech  of  the  people.  In  normal  conversation, 
for  example,  most  people  use  a  great  many  elisions:  "I'm"  instead 
of  "I  am";  "I'll"  instead  of  "I  will";  "You've"  instead  of  "You  have." 
Note  the  speech  pattern  of  foreigners  who  have  learned  English  at 
their  native  schools.  Their  sentence  structure  is  formalized  and 
their  speech  lacking  in  idiom  and  elisions.  Even  if  the  foreigner 
did  not  have  an  accent,  we  would  become  aware  almost  immediately 
of  a  difference  in  speech. 

The  screen  play,  as  we  have  observed,  is  allied  more  closely  to 
the  television  play  than  the  drama  of  the  theater.  Although  motion 
pictures  are  produced  primarily  for  a  captive,  paying  audience  which 
gathers  in  an  auditorium,  in  the  manner  of  playgoers,  movie 
theaters  are  so  numerous  that,  in  essence,  a  screen  play  caters  to  a 
mass  audience.  In  most  instances,  it  is  a  family  audience,  such  as 
gathers  in  the  living  room  to  watch  TV.  Therefore  the  screen  play 
has  many  of  the  restrictions  of  the  video  play.  The  film  makers 
have  a  Motion  Picture  Code  comparable  to  the  Television  Code. 
An  excellent  comparison  of  these  Codes  is  available  in  Sydney  W. 
Head's  comprehensive  study:  Broadcasting  in  America. 

The  existence  of  these  Codes  is  a  prime  reason  why  so  many 
motion  pictures  can  be  shown  on  the  television  screen  with  little 
editing  except  for  time.  It  is  only  recently  that  motion  pictures, 
hurt  by  the  competitive  sting  of  television,   have   turned   to   more 
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adult  themes,  and  a  broader  interpretation  of  subject  matter.  The 
Kazan-Schulberg  production  of  "A  Face  in  the  Crowd"  is  a  case  in 
point. 

Motion  pictures  have  always  been  haunted  by  the  bugaboo 
of  the  "twelve-year-old  mind";  that  is,  any  picture  which  is  above 
the  mentality  of  a  twelve-year-old  is  bound  to  be  a  box  office  failure. 
The  release  of  a  horde  of  ancient  motion  pictures  for  televiewing 
implies  that  the  television  audience  is  of  comparable  average 
mentality.  Actually,  of  course,  it  is  the  same  audience.  But  to  ac- 
cept the  premise  of  the  "twelve-year-old-mind,"  unequivocally,  would 
make  a  hack  of  every  writer,  lowering  his  standards  to  the  level  of 
pulps. 

The  writer,  single-handedly,  may  not  be  able  to  raise  the  level 
of  programming,  but  he  can  maintain  the  quality  of  his  scripts.  We 
are  of  the  opinion  that  both  the  motion  picture  and  the  television 
producers  underestimate  the  intelligence  of  their  audience.  Un- 
fortunately, only  a  comparatively  small  segment  of  the  audience  is 
vocal  in  regard  to  its  likes  and  dislikes.  Usually,  expressions  of 
opinion  come  from  opposite  ends,  from  highly  impressionable  "fan 
club"  elements  or  organized  cultural  groups.  The  great  body  of 
viewers  and  listeners,  who  fall  somewhere  in  between  these  two 
groups,  are  seldom  letter  writers  and  their  opinions  are  confined, 
generally,  to  their  families  and  friends. 

We  raise  this  issue  because  the  demands  of  an  audience  will 
in  turn  influence  the  type  of  programming  and,  ergo,  the  style  of 
writing.  If  an  "Omnibus"  can  continue  to  interest  sponsors  and  a 
rather  large  audience  for  the  more  intellectual  fare,  surely  some  of 
its  enlightenment  may  rub  off  on  other  programs. 


THE    NOVELIST'S     STYLE 

The  television 
writer,  unlike  the  novelist  or  short  story  writer,  requires  a  host  of 
collaborators  before  his  work  can  reach  the  public.  The  novelist 
speaks  directly  to  his  audience,  and  his  prose  must  be  all-sufficient. 
It  must  convey  the  sense  of  action,  delineate  characters,  portray 
moods,  describe  locations.  There  are  no  cameras,  no  sound  effects, 
no  music,  no  actors  to  assist.   Reading  a  novel  is  a  highly  personalized 
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experience.  It  is  true  that  a  novel  may  be  read  to  a  group,  and  there 
have  been  readings  of  novels  on  the  air,  but  primarily  novel  reading 
is  an  individual  experience. 

The  novelist,  unless  he  is  a  hack,  has  no  limit  to  the  style  of 
his  writing.  His  prose  may  be  poetic,  it  may  be  simple  and  colloquial, 
or  it  may  be  filled  with  long,  involved  Faulknerian  sentences.  He 
has  no  arbitrary  length  to  confine  him.  The  reader  also  sets  his  own 
time  in  perusing  a  novel.  He  may  read  it  in  a  day,  a  week  or  a 
month.  If  he  were  to  come  across  a  difficult  passage,  he  may  reread 
it.  If  he  does  not  understand  a  word  or  two,  he  can  stop  to  ascertain 
the  meaning  in  a  dictionary.  Also,  since  most  books  are  rather 
widely  reviewed,  a  reader  may  know  its  contents  beforehand.  If  he 
is  averse  to  its  subject  matter,  he  may  not  choose  to  read  it.  Con- 
versely, the  novelist  has  an  unlimited  choice  of  theme. 

On  this  question  of  theme,  we  might  mention  the  existence  in 
the  British  cinema  world  of  the  distinction  between  "adult  only" 
and  general  family  interest  motion  pictures.  Here  in  the  United 
States,  some  motion  picture  theaters  advertise  certain  features  as 
"adult  only."  In  many  instances,  this  label  connotes  mere  sensa- 
tionalism. But  the  point  is  that  television  cannot  feasibly  place  an 
"adult  only"  label  on  its  productions.  The  motion  picture  theater 
may  refuse  to  sell  tickets  to  minors,  but  few  families  can  police  their 
own  living  room,  especially  when  they  have  little  foreknowledge, 
except  for  a  scant  newspaper  highlight,  of  the  actual  program  con- 
tent. Again,  this  is  a  factor  which  has  a  direct  influence  on  the 
writer  and  of  which  he  must  be  aware  if  he  is  to  avoid  many  fruitless 
hours  of  scripting. 

For  a  comparative  study  of  style  between  the  novel  and  video, 
here  is  a  paragraph  from  Oliver  Goldsmith's  classic,  The  Vicar  of 
Wakefield. 

Such  vigorous  proceedings  seemed  to  redouble  Mr.  Thornhill's 
anxiety;  but  what  Olivia  felt  gave  me  some  uneasiness.  In  this  struggle 
between  prudence  and  passion,  her  vivacity  quite  forsook  her,  and 
every  opportunity  of  solitude  was  sought,  and  spent  in  tears.  One 
week  passed  away;  but  Mr.  Thornhill  made  no  efforts  to  restrain  her 
nuptials.  The  succeeding  week  he  was  still  assiduous;  but  not  more 
open.  On  the  third  he  discontinued  his  visits  entirely;  and  instead  of 
my  daughter  testifying  any  impatience,  as  I  expected,  she  seemed  to 
retain  a  pensive  tranquillity,  which  I  looked  upon  as  resignation.  For 
my  own  part,  I  was  now  sincerely  pleased  with  thinking  that  my  child 
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was  going  to  be  secured  in  a  continuance  of  competence  and  peace, 
and  frequently  applauded  her  resolution,  in  preferring  happiness  to 
ostentation. 

In  this  one  paragraph,  Goldsmith  has  covered  a  great  deal  of 
territory.  In  one  sentence  he  has  given  us  a  vivid  picture  of  Olivia's 
reactions:  her  "struggle  between  prudence  and  passion,  her  vivacity 
quite  forsook  her"  and  so  on.  In  this  same  paragraph  there  are  many 
intervals  of  time:  "One  week  passed  away,"  "The  succeeding  week," 
"On  the  third."  The  video  writer,  with  all  his  assistance  of  camera, 
actors,  set,  music,  would  have  to  enlarge  his  scope  greatly  to  en- 
compass this  one  paragraph.  Dialogue  and  pantomime  would  be 
necessary  to  portray  Olivia's  emotions.  It  would  be  possible  for  her  to 
express  her  inner  feelings  in  a  monologue  but  dialogue  would  be 
preferable.  In  this  instance,  it  might  be  a  scene  between  her  father, 
the  Vicar,  and  herself.  Or  it  could  be  a  scene  between  Mr.  Thornhill 
and  Olivia.  The  television  script  would  also  have  to  make  allowances 
for  time  passage  by  means  of  appropriate  transitions.  These  are 
details  which  are  discussed  fully  in  the  chapters  on  "The  Television 
Drama"  and  "Adaptations." 

You  will  note,  too,  the  literary  style  of  the  novel  and  the  ex- 
tensive vocabulary  as  exemplified  by  this  sentence:  "I  was  now 
sincerely  pleased  with  thinking  that  my  child  was  going  to  be 
secured  in  a  continuance  of  competence  and  peace,  and  frequently 
applauded  her  resolution,  in  preferring  happiness  to  ostentation." 
Hardly  the  type  of  writing  you  are  likely  to  encounter  in  any  tele- 
vision script!  In  video  style,  this  sentence  might  be  translated  into 
dialogue  somewhat  in  this  fashion : 

Vicar 
I'm  very  happy  that  your  future's  going  to  be 
taken    care    of,    my    child.     I've    told   you   many 
times  how  wise  I  think  you  are  in  realizing  that 
happiness  is  more  important  than  living  in  luxury. 

Although  most  of  our  contemporary  novels  are  written  with  a 
great  deal  more  simplicity  of  phrase  than  their  eighteenth-  and 
nineteenth-century  forerunners,  many  present-day  novels  are  replete 
with  literary  phrasing.  And  few  novelists,  past  or  present,  can 
match  the  sheer  flow  of  words  of  a  Thomas  Wolfe. 

In  many  instances,  the  television  writer  must  be  both  a  master 
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of  condensation  and  expansion.  He  might  be  called  upon  to  adapt 
the  entire  Vicar  of  Wakefield,  an  approximately  300-page  novel,  to 
an  hour  video  play.  On  the  other  hand,  it  is  possible  to  choose  one 
episode  from  this  same  novel  and  enlarge  upon  it  for  a  half-hour  or 
hour  drama.    This  is  a  skill  which  comes  with  experience. 


THE    VIDEO    INTERPRETERS 

We  have  stated 
that  the  television  writer  requires  a  host  of  collaborators.  This  is 
true  for  any  form  of  television  writing  whether  it  be  a  commercial, 
a  news  story  or  a  professor  preparing  a  lecture  for  an  educational 
TV  station.  It  is  particularly  true  for  the  video  dramatist.  First, 
he  must  consider  the  director.  In  composing  visually,  the  writer 
must  see  each  movement  of  each  character  and  what  he  sees  he 
must  make  evident  to  the  director  and  through  him  to  the  audience. 
Therefore,  in  writing  a  script,  all  action  must  be  indicated.  This 
excerpt  from  "The  Great  Guy,"  another  of  the  "Father  Knows  Best" 
series,  is  a  typical  example. 

Int.  circulation  department  —  day 

Medium  close  shot  Bud  Freddy  and  a  bundle  tyer. 
Both  Bud  and  Freddy  have  aprons  on,  and  Freddy  is  wearing  a  fingerless 
glove  and  finger-cutter  on  his  right  hand.  He  is  sweating  as  he  tries  to  tie 
a  bundle  in  the  accepted  manner.  Bud  is  back  of  the  tyers,  and  he  also 
is  sweating  as  he  lifts  a  tied  bundle  from  in  front  of  the  next  tyer,  and 
stacks  it  on  the  almost-loaded  turtle  truck.  A  worker  enters  the  scene 
(from  direction  of  inserting  table)  and  places  another  stack  of  25  papers 
in  front  of  the  tyer.  Bud  now  moves  beside  Freddy  to  pick  up  Freddy's 
tied  bundle.  Both  boys  look  real  beat  and  dirty.  They  stop  working  for  a 
moment,  breathing  heavily. 

You  will  observe  how  graphic  the  writer,  Roswell  Rogers,  has 
been  in  describing  this  scene.  The  actions,  known  in  theater  par- 
lance as  stage  business,  are  explicit.  There  are  no  holes  for  the 
director  to  fill  in.  How  those  actions  are  performed  and  how  they 
look  to  the  camera  are  the  director's  province.  But  the  proficient 
video  writer,  detailing  the  pantomime,  the  purely  visual  aspects  of  his 
script,  demonstrates  complete  mastery  of  his  subject  and  leaves  no 
puzzles  for  the  director. 
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These  stage  directions,  as  we  will  see,  are  also  essential  for 
the  other  interpreters  of  the  video  writer's  script,  the  actors.  But 
first,  let  us  return  to  the  novelist  for  a  moment.  His  characters  are 
brought  to  life  by  his  skillful  use  of  word  portraits  which  in  turn 
kindle  the  reader's  imagination.  In  the  video  play,  however,  as  in 
the  stage  and  screen  play,  the  characters  are  physically  alive.  The 
novelist,  through  prose  analysis,  gives  the  reader  an  insight  to  the 
character's  thoughts  and  emotions.  He  also  may  use  dialogue 
for  this  purpose.  The  video  playwright  utilizes  dialogue  and 
pantomime.  Occasionally,  he  may  write  a  monologue  for  a  character 
in  which  that  character  reveals  his  inner  thoughts,  but  this  is  the 
exception  rather  than  the  rule. 

The  actor,  trained  to  interpret  many  roles,  may  possibly  grasp 
each  emotional  situation  without  guidance  from  the  writer.  Never- 
theless, the  writer  should  clarify  any  line  or  lines  of  dialogue  which 
may  be  open  to  differing  interpretations.  For  example,  note  this 
brief  bit  of  dialogue  in  which  Harry's  mother  is  asking  him  a  simple 
and  natural  enough  question. 

Mrs.  Greenspan 
So  how's  everybody  at  home  .   .   .  Anna  and  the  children? 

Harry 
(rather  brusquely)  Everybody's  fine,  Mama. 

Harry  may  have  replied  in  several  different  ways.  He  may 
have  answered  with  a  sigh  of  relief,  indicating  that  perhaps  there 
may  have  been  some  previous  illness.  He  may  have  answered  with- 
out any  show  of  emotion :  an  everyday  response  to  an  everyday  query. 
But  the  writer  has  specified  an  emotional  response,  "rather 
brusquely."  In  this  particular  scene,  Harry  was  annoyed  by  a  pre- 
vious action  of  his  mother's  and  his  brusque  response  was  a  sign  of 
that  annoyance.  As  we  have  said,  a  capable  actor,  after  studying 
the  script,  would  probably  give  the  correct  interpretation.  But  the 
writer  knows  what  he  wants,  or  he  should  know,  and,  therefore  he 
ought  to  indicate,  wherever  he  deems  it  essential,  the  specific  emo- 
tional response  of  the  characters.  The  director  and  the  actors  may 
add  more  breadth  to  the  play  but  it  must  come  to  them  not  as  a  shell 
but  as  a  complete  structure  with  all  the  necessary  furnishings. 

In  presenting  the  video  play,  there  are  still  other  factors  of 
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interpretation:  sets  and  music.  Both  of  these  elements  are  discussed 
fully  in  other  sections  of  this  book,  but  we  will  make  some  comments 
here.  The  writer  should  try  to  be  as  familiar  with  his  characters' 
physical  surroundings  as  he  is  with  their  mental  makeup.  This  is 
especially  important  where  his  play  takes  place  in  an  unusual  loca- 
tion. Then  he  should  describe  his  settings  in  some  detail  so  that  the 
scenic  designer  is  not  left  in  doubt.  However,  this  is  not  as  essential 
when  dealing  with  typical  locations.  In  any  event,  all  properties 
necessary  to  the  development  of  the  plot  should  be  described  includ- 
ing their  location  on  the  set. 

As  to  music,  the  video  dramatist  generally  leaves  the  scoring 
to  the  music  department  as  he  leaves  the  specific  camera  shots  and 
angles  to  the  director.  In  some  local  productions,  where  the  writer 
works  closely  with  the  producer-director,  he  may  have  a  hand  in 
the  choice  of  music.  Comparably,  the  screen  writer  also  has  little 
or  nothing  to  do  with  the  musical  scoring;  the  stage  dramatist  seldom 
uses  any  musical  scoring  unless  he  requires  it  for  a  special  effect; 
the  radio  writer,  on  the  other  hand,  specifies  each  instance  where  he 
feels  music  is  needed,  particularly  for  transitions.  In  all  these 
media,  music  serves  an  important  purpose  in  creating  mood  and 
punctuating  scenes  of  high  emotion,  of  suspense  and  of  romance. 

So  it  is  that  the  video  writer  sets  into  motion  a  veritable  hive 
of  industry  and  each  workman,  to  greater  or  lesser  extent,  affects  the 
style  of  the  script.  No  other  medium  may  offer  as  many  cooks  stirring 
the  broth,  nor  breed  as  many  frustrations  for  the  writer,  but  no  other 
medium  equals  the  potential  mass  impact  of  television. 


PACING 

All  forms  of  writ- 
ing, particularly  fiction,  require  pacing,  emotionally  and  structurally. 
There  is  a  necessity  for  highs  and  lows  much  as  a  musical  composi- 
tion has  its  fortes  and  pianissimos.  If  a  play  is  written  in  a  high 
pitch  throughout,  with  one  breath-taking  incident  following  another, 
some  of  the  scenes  are  bound  to  have  their  force  weakened.  Such  a 
production,  also,  may  have  a  wearing  effect  on  its  audience.  As  an 
analogy,  think  of  what  your  reaction  would  be  to  a  play  where  the 
actors  spoke  continually  at  the  top  of  their  voices! 
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On  the  other  hand,  if  a  script  is  written  entirely  in  a  low  key, 
it  may  lead  to  flagging  attention.  There  are  times  when  a  play 
should  be  underwritten  and,  from  the  actor's  standpoint,  under- 
played. A  great  tragedy,  a  scene  of  horror,  will  literally  speak  for 
itself.  A  picture  of  a  wounded  child,  an  innocent  victim  of  war, 
needs  no  dialogue  embellishment.    Its  pathos  is  eloquent. 

If  you  were  to  write  a  play  with  tragic  overtones,  it  would  be 
wise  to  have  moments  of  relief.  A  classic  tragedy  such  as  "Hamlet" 
has  its  comic  interlude:  the  gravediggers'  scene.  Relief  scenes  give 
an  audience  some  respite  from  the  grimness  and  tenseness  of  the 
play,  a  moment  to  relax  the  emotional  impress  upon  the  senses. 
This  is  an  important  point  the  video  dramatist,  especially,  should 
remember.  The  television  viewer,  if  he  feels  the  play  is  too  "heavy," 
may  easily  turn  the  dial. 

Structurally,  in  order  to  reach  a  crisis  or  climax,  there  must 
be  a  ladder  of  incident  to  climb.  If  you  begin  on  the  top  rung,  you 
cannot  go  any  higher.  The  stage  play  and  the  screen  play,  because 
of  their  advantage  of  greater  length,  can  begin  on  lower  rungs  than 
the  video  drama  and  ascend  more  slowly  to  the  climax.  The  video 
play  may  have  to  start  on  a  middle  rung  and  therefore  climb  more 
quickly  to  the  climax.  In  either  event,  a  curtain  scene  will  be  de- 
prived of  its  power  unless  it  is  of  greater  magnitude  than  the  pre- 
ceding scene  or  scenes.  Structurally  and  emotionally,  then,  a 
plateau  should  be  avoided. 

The  principles  of  pacing  apply  to  other  forms  of  broadcast 
writing  besides  the  drama.  Newscasts,  commercials,  talks  and 
musical  continuity  also  require  pacing.  In  these  types  of  continuity, 
pacing  may  be  achieved  by  building  up  to  important  statements,  by 
varying  the  length  of  the  sentences  and  by  careful  choice  of  words 
to  suit  the  diverse  moods. 

What  we  have  discussed  in  this  preliminary  chapter,  in  rela- 
tion to  the  video  style,  is  necessarily  of  a  general  nature.  As  you 
study  this  book  you  will  find  that  each  type  of  television  writing  is 
analyzed  individually  and  that  the  specific  demands  of  each  are 
emphasized  in  the  appropriate  chapter. 
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THE    TELEVISION    SCRIPT 

There  are,  unfor- 
tunately for  the  beginning  writer,  numerous  script  formats  in  tele- 
vision. However,  to  avoid  confusion  for  both  student  and  instructor, 
we  have  made  a  choice  of  one  of  these  formats  and  will  use  it  for 
both  practical  and  theoretical  purposes  especially  in  those  chapters 
dealing  with  the  television  drama.  It  will  be  noted,  nevertheless, 
that  where  excerpts  from  broadcast  scripts  are  utilized  in  this  chap- 
ter, they  are  reproduced  generally  in  their  actual  format. 

It  seems  to  us  that  there  is  enough  for  the  newcomer  to  tele- 
vision to  learn  without  the  bewilderment  of  a  maze  of  varying 
formats.  Some  students  have  difficulty  in  adjusting  themselves  to 
the  physical  requirements  of  typing  a  television  script.  A  note  of 
urgency  might  well  be  interpolated  here.  If  you  do  not  own  a  type- 
writer, make  every  effort  to  obtain  one.  It  is  in  the  realm  of  possi- 
bility that  some  editor  somewhere  has  purchased  a  free  lance  script 
written  entirely  in  longhand.  But,  to  our  knowledge,  no  professional 
television  or  radio  writer  ever  submitted  a  script  in  longhand. 

We  are  accustomed  in  our  daily  reading  of  newspapers,  maga- 
zines, books,  to  the  simple  prose  format  where  a  sentence  begins  at 
the  left-hand  margin  and  runs  to  the  end  of  the  right-hand  margin. 
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Some  of  the  published  collections  of  television  plays,  valuable  as 
they  are  for  study  purposes,  may  also  be  confusing  in  regard  to 
format.  For  the  sake  of  economy,  the  dialogue  in  some  of  these 
published  collections  runs  the  width  of  the  page.  But  the  actual 
script  itself  might  leave  a  margin  of  about  a  third  or  a  half  of  the 
width  of  the  typewriter  paper. 

Our  preference  is  for  the  wide  margin  to  appear  on  the  right- 
hand  side.  This  wide  blank  space  is  to  allow  room  for  the  director  to 
indicate  specific  camera  directions  and  to  note  any  changes  or  addi- 
tions to  the  stage  directions.  By  keeping  this  margin  on  the  right- 
hand  side,  it  appears  to  us  to  make  it  simpler  for  the  writer  who  does 
his  own  typing,  either  for  the  original  draft  or  for  the  final  copy.  It 
follows  his  normal  method  of  beginning  from  the  left-hand  side  of 
the  page,  and  by  setting  the  proper  marginal  stop  at  approximately 
one-third  to  one-half  of  the  width  of  the  page,  he  will  find  it  easy 
enough  to  become  accustomed  to  the  new  format. 

One  fact  he  will  discover  soon  enough  is  that  it  takes  a  great 
many  more  pages  for  a  television  script  than  a  radio  script  because 
the  entire  width  of  the  page  is  not  utilized.  Detailed  stage  directions 
in  the  TV  script  also  require  more  space. 

The  page  of  script  reproduced  below  will  illustrate  the  format 
for  which  we  have  expressed  our  preference.  At  times,  when  in- 
quiring about  submissions  to  advertising  agencies  or  networks,  the 
writer  may  receive  a  sample  page  of  script  to  indicate  the  format 
used  by  the  agency  or  network.  Naturally,  he  will  be  wise  to  follow 
the  specifically  prescribed  format.  However,  the  format  designated 
below  will  not  only  serve  the  purposes  of  this  book  but  can  be  used 
with  equanimity  by  the  writer  in  submitting  dramatic  scripts. 


THE  BROTHERS  ARE  SILENT,  SHIFTING 
ON  THEIR  FEET,  LOOKING  FROM  ONE  TO 
THE  OTHER.   THE  ELDEST  GESTURES 
ROUGHLY  TO  THE  MIDDLE  WITH  HIS  THUMB. 

MIDDLE 
Phil? 

POLETTI 
Yes? 
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MIDDLE 
You  know  —  ah  —  the  old  man 
passed  on.   You  know? 

PHIL 
Yes.   I  knew.   And  I'm  sorry  — 

ELDEST 
QUICKLY 

It's  all  right,  Phil.   What  I 
mean  is  the  mourning  time  is 
ended  now. 

THE  ELDEST  TURNS  NERVOUSLY  TO  THE 
MIDDLE  BROTHER  AND  GESTURES  WEAKLY 
TO  HIM. 

MIDDLE 
And  that's  kind  of  the  reason 
we  come  to  talk  to  you. 

YOUNGEST 
CONCLUSIVELY 
Yeah. 

PHIL 
I  see  . . . 

Timing 

It  is  more  difficult 
for  the  writer  to  time  a  television  script  accurately  than  it  is  a  radio 
script.  He  cannot  set  an  arbitrary  number  of  pages.  If  he  uses  a 
good  many  purely  visual  sequences  without  dialogue,  such  as  occur 
in  westerns,  his  script  is  apt  to  take  fewer  pages  than  if  he  uses 
dialogue  throughout  the  play. 

Generally,  the  half-hour  sponsored  television  script  will  run 
about  twenty-three  minutes;  the  hour  script  between  forty-eight  and 
fifty  minutes.  The  remainder  of  time  is  taken  up  by  the  commer- 
cials, openings  and  closings,  credits,  teasers,  or  trailers  and  station 
identification. 

The  writer  can  time  his  script  with  a  fair  degree  of  accuracy 
by  reading  it  aloud,  and  he  can  judge  the  amount  of  time  consumed 
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by  purely  visual  action  by  acting  out  the  sequence.  If  he  possesses  a 
stop  watch  so  much  the  better.  However,  the  ever-faithful  alarm 
clock  or  any  good  watch  will  serve  the  purpose. 

THE    RADIO    SCRIPT 

Over  the  years,  one 
type  of  format  has  become  the  standard  for  radio  scripts  which 
simplifies  matters  for  the  radio  writer  at  least  in  that  respect. 

The  sample  page  reproduced  below  includes  dialogue,  sound 
effects  and  musical  interpolations.  You  will  note  that,  similar  to  the 
television  format,  the  dialogue  is  in  lower  case  with  music,  sound 
effects  and  emotional  reactions  in  upper  case.  Both  sound  and 
music  cues  are  also  underlined,  and  the  script  is  double  spaced. 
Generally,  each  line  is  numbered.  This  facilitates  corrections  and 
changes  during  rehearsals. 


1.  SOUND: 


(STORM  GROWING  IN  INTENSITY 


2. 


TO  HURRICANE  PROPORTIONS 


3. 

CAPTAIN 

4. 

5. 

6. 

7. 

8. 

VOICE: 

9. 

CAPTAIN 

10. 

11. 

JOSHUA: 

12. 

13. 

CAPTAIN 

14. 

15. 

JOSHUA: 

16. 

CAPTAIN 

17. 

JOSHUA: 

18. 

19. 

20. 

CAPTAIN 

21. 

22. 

23. 

FORMATS 

(SHOUTING  ABOVE  STORM)   Belay  there! 
Reef  those  tops'ls!  Move  men... move 
...d'ye  want  to  see  us  at  the  bottom! 
Blast  ye  for  a  pack  o'  creepin' 
snails. . .Hard  on  that  helm.... 
(OFF)   Rudder's  gone  ! 
Curse  the  bloody  fool  named  this  ship 
the  "Great  Hope." 

(FADE  IN)   Captain... I  beg  pardon... 
Captain. . . . 

Eh?  Who  are  you  and  what  are  you 
doin'  on  my  bridge? 
I  am  Dr.  Joshua  Maccabee. 
I  ordered  all  passengers  below  deck. 
So  you  did,  Captain.   But  this  ter- 
rible storm.   I  thought  you  might 
need  help. 

I  don't  need  help.   It's  this  blasted 
crew  o'  mine.   Ye ' d  think  they  never 
heard  a  wind  howl  bef ore. . .wait .. . 
d'ye  say  ye're  a  doctor? 
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24.  JOSHUA:  Yes. 

25.  CAPTAIN:  Hang  on  then,  might  be  needin'  ye 

26.  afore  this  gale  hauls  in! 

27.  SOUND: (STORM  UP  IN  FURY  THEN  FADE  FOR) 

28.  (MUSIC:... A  QUIET  THEME  DENOTING  THE  CALM 

29.  AFTER  THE  STORM) 


Timing 

It  is  a  much  sim- 
pler task  to  time  a  radio  script  than  a  television  script.  A  quarter-hour 
script  may  run  to  about  twelve  pages,  a  half-hour  script  to  twenty- 
four  or  twenty-six  pages.  Length  of  commercials,  recapitulations  and 
trailers,  such  as  are  used  for  "soap  operas,"  will  considerably  shorten 
the  script. 

The  writer  may  readily  time  the  dialogue  by  reading  it  aloud 
and  then  adding  approximately  five  to  eight  seconds  for  each  music 
bridge  and  sound  effect. 
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How  much  tech- 
nical knowledge  should  the  writer  have?  What  should  he  know 
about  the  operation  of  cameras,  scenic  design,  wide-angle  shots, 
microphone  booms,  sound  effects? 

The  amount  of  essential  technical  knowledge  will  vary  depend- 
ing on  the  writer's  situation.  If  he  is  employed  by  a  local  TV  or  radio 
station  he  may  be  both  a  writer  and  director  and  it  is  evident  that 
his  store  of  technical  knowledge  must  be  vastly  greater  than  that  of 
the  writer,  per  se. 

The  staff  writer,  because  of  his  daily  contacts,  should  rapidly 
acquire  an  understanding  of  many  technical  aspects  of  his  medium. 
He  will  have  many  opportunities  to  see  the  cameramen  at  work,  to 
note  how  dissolves,  fades,  cuts  are  accomplished.  He  can  see  how 
the  participants  move  about  a  single  set  and  from  one  set  to  another. 
He  can  observe  how  close-ups  and  long  shots  are  effected. 

But  the  free-lance  writer  who  has  no  easy  access  to  first-hand 
observations  of  these  techniques  need  have  no  qualms.  Although,  as 
we  have  stated,  knowledge  of  the  medium  is  important,  it  is  not 
necessary  for  the  writer  to  immerse  himself  in  a  well  of  technical 
terminology. 
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TELEVISION 

The  television 
writer's  awareness  of  the  scope  and  limitations  of  the  camera  will 
enable  him  to  turn  out  a  script  that  takes  full  advantage  of  this  visual 
medium.  Too  often  even  the  professional  television  writer  fails  to 
make  the  most  of  this  visual  asset.  As  Edward  Stasheff  and  Rudy 
Bretz  have  so  aptly  stated  in  their  text  on  Television  Scripts  — 
"When  a  writer  puts  action  into  his  scripts,  when  he  has  his  camera 
tell  the  story,  when  he  provides  opportunity  for  movement  and 
discovery,  he  is  contributing  to  the  whole  production's  originality." 

There  are  some  terms  with  which  the  television  writer  should 
be  familiar  and  which  will  demonstrate  that  he  is  on  easy  footing 
with  the  medium.  We  will  explain  them  in  some  detail.  A  fairly 
complete  list  of  television  terminology  will  be  found  in  the  glossary. 

Here  then  is  a  list  that  should  prove  adequate  for  the  writer. 
Remember  that  explicit  camera  directions  are  the  province  of  the 
director. 


ESTABLISHING    SHOT  PANNING 

DISSOLVE  CLOSE-UP 

FADE    IN  MEDIUM     SHOT 

FADE    OUT  LONG    SHOT 

SUPERIMPOSURE  INTERCUT 

W7e  may  as  well  start  at  the  beginning:  the  very  opening  scene 
of  a  television  drama  is  known  as  an  establishing  shot.  It  does 
in  fact  establish  the  location  of  the  beginning  sequence.  Perhaps 
your  play  opens  in  the  kitchen  of  an  average  apartment.  You  might 
indicate  the  scene  as  follows : 

Establishing  shot:  fade  in  the  kitchen  of  the  McLean  apart- 
ment:  IT  IS  A  SMALL  KITCHEN  WITH  THE  USUAL  APPLIANCES:    A  GAS 

stove,  a  refrigerator,  a  porcelain  sink  with  linoleum 
counter  top.  there  is  room  for  a  small  table  at  which  the 
McLeans  are  having  breakfast. 

The  establishing  shot  may  be  an  exterior  scene,  for  example,  a 
slum  alley. 
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Establishing  shot:  fade  in  silvers  alley,  it  is  one  of  the 
many  narrow  alleys  that  bisect  the  tenements  on  new 
york's  lower  east  side,  a  few  torn  pages  from  an  old  news- 
paper ARE  SCATTERED  ABOUT.  AN  ASHCAN  STANDS  GAPING  AGAINST 
THE  BRICK  WALL.  TWO  YOUNGSTERS  IN  THEIR  TEENS  HAVE  FLAT- 
TENED THEMSELVES  AGAINST  THE  WALL  NEAR  THE  ASHCAN.  EACH 
HOLDS  A  BLACKJACK  IN  HIS  HAND.  THEY  ARE  TENSE  AS  IF  EXPECTING 
SOMEONE   TO  ENTER  THE  ALLEY  AT  ANY   MOMENT. 

The  establishing  shot,  or  opening  shot,  may  also  be  one  of 
impact,  setting  the  atmosphere  for  the  play. 

Note  the  use  of  fade  in.  The  fade  in  denotes  coming  from 
a  blank  screen  to  an  actual  scene  as  described  above.  It  is  always 
used  for  an  opening  scene. 

The  fade  out  indicates  the  exact  reverse,  going  from  a  scene 
to  a  blank  screen.  It  is  also  known  as  going  to  black.  The  fade 
out  is  always  employed  as  the  curtain  to  mark  the  end  of  an  act. 

If  the  writer  wishes  to  show  a  lapse  of  time,  he  may  do  so  by 
having  one  sequence  fade  out  and  the  next  one  fade  in.  The 
second  or  two  in  which  the  screen  is  blank  also  serves  the  purpose  of 
permitting  the  audience  to  adjust  to  the  passage  of  time  whether  it 
is  supposed  to  be  a  matter  of  a  few  hours,  days  or  weeks. 

The  fade  out  and  fade  in  differ  from  the  dissolve  in 
respect  to  time.  To  dissolve  is  to  go  immediately  from  one  scene 
to  another.  Both  scenes  will  appear  on  the  screen  simultaneously  for 
a  brief  moment  until  the  second  scene  entirely  supersedes  the  first. 

There  will  be  times  when  the  writer,  in  order  to  obtain  certain 
effects,  will  wish  to  have  one  scene  superimposed  on  another.  The 
superimposure  technically  focuses  the  pictures  from  two  cameras 
onto  a  single  scene.  Suppose  the  girl  has  written  a  tearful  farewell 
to  the  boy.  We  see  the  girl  staring  sorrowfully  into  space,  thinking 
about  the  boy  and  his  reaction  to  the  letter.  At  the  same  time,  we 
see  the  boy  and  we  hear  him  reading  the  letter  aloud. 

Commercials  utilize  the  device  of  superimposure  often  by 
having  the  name  of  the  product  appear  over  a  demonstration  or  other 
background. 

mcu  girl  spraying.  A  cool  enchanting  fragrance 

super:    Aquamarine   Spray  Mist 
By  Revlon,  Inc. 
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surf    and    ocean    bkgd.    with      The    instant    you    spray    Revlon's 
bottle  already  up  full.  Aquamarine   Spray  Mist. 

super:    Aquamarine   Spray  Mist 
By  Revlon,  Inc. 

$2.50  plus  tax 

The  panoramic,  or  pan  shot,  as  it  is  most  commonly  abbrevi- 
ated, affords  the  audience  a  camera-eye's  view  of  an  entire  setting.  It 
is  generally  a  long  shot  because  of  the  amount  of  space  it  covers  and 
it  is  most  often  a  horizontal  sweep  of  the  camera.  If,  for  example, 
one  of  your  scenes  is  a  classroom  and  you  wish  to  show  the  attitudes 
of  the  students,  you  will  indicate  that  the  camera  pans  across  the 
room.  It  may  be  a  single  pan,  from  left  to  right  or  back  again  from 
right  to  left. 

A  vertical  tilt  may  also  be  indicated.  The  camera  may  shoot 
up  and  down  a  wall  to  show  an  unusual  design.  It  may  be  used  to 
give  an  impression  of  height,  or  for  contrast,  as  a  child  looking  up 
at  a  man. 

The  close-up,  the  medium  shot  and  the  long  shot  are  all 
that  the  terms  imply.  The  close-up,  or  cu,  as  it  is  abbreviated,  is 
simply  bringing  the  camera  close  up.  It  may  be  a  shot  of  an  indi- 
vidual from  the  waist  or  shoulder  high  or  it  may  be  a  big  close-up 
of  the  face  itself  or  just  the  eyes.  You  can  readily  see  the  value  of 
the  close-up  for  framing  a  portrayal  of  tense  emotion. 

The  close-up  may  be  employed  also  for  objects.  If  a  knife 
were  a  tell-tale  clue  upon  which  the  writer  wished  to  rivet  attention, 
he  would  indicate  a  close-up  of  the  weapon. 

For  the  long  shot,  the  camera  is  moved  back  a  distance  so 
that  the  entire  setting  may  be  visible,  long  shots  are  often  used  for 
opening  scenes  so  that  we  may  have  a  full  view  of  a  living  room  or  a 
street  or  perhaps  a  courtroom. 

The  medium  shot  then  would  be  anywhere  between  the  long 
shot  and  the  close-up.  Your  opening  scene  may  show  Mary  and 
John  sitting  on  a  couch  in  the  living  room.  You  begin  with  a  long 
shot  so  that  we  can  see  the  entire  room.  Then  you  move  in  for  a 
medium  shot  so  that  we  get  a  fuller  picture  of  Mary  and  John. 
Part  of  the  room  will  naturally  be  cut  off  as  the  camera  moves  in 
to  concentrate  on  the  couch. 

To  intercut  is  to  move  instantaneously  from  the  picture  on 
one  camera  to  the  picture  on  another.  This  type  of  camera  action  may 
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be  used  to  obtain  an  immediate  reaction  from  one  character  to  an- 
other character's  statement,  or  to  switch  from  one  person  to  another 
in  a  telephone  conversation. 

(come  in  on  the  telephone 
at  mattie's  home.) 
Sound:    the  telephone. 
(Sara  picks  it  up  quickly) 
intercut 

Sara 
Hello   .   .   .  hello  — 

Mike 
Sara   .   .   .  It's  me.   .   .   . 

Sara 
Oh,  Mike  —  Mike,   ...  are 
you  —  all  right   .   .   .   ? 

Mike 
I  couldn't  be  allrighter, 
darling.    .    .    . 

Now,  in  brief,  you  have  acquired  a  minimum  TV  vocabulary, 
that  is,  sufficient  to  suit  most  of  the  writer's  needs.  You  should  be- 
come familiar  with  these  terms  but  do  not  by  any  means  overload 
your  script  with  camera  directions.  Camera  directions,  as  we  may 
have  noted,  are  the  province  of  the  director.  Make  your  intent 
clearly  known  to  him.  He  will  decide  what  shots  to  take.  He  may 
very  well  disagree  with  your  close-ups,  long  shots,  etc.  But  once  he 
has  grasped  your  intent,  you  may  be  sure,  if  the  director  is  worth  his 
salt,  that  he  will  do  all  he  can  to  enhance  your  play. 


RADIO 

In  a  sense,  the  ra- 
dio writer  must  be  more  of  a  craftsman  than  the  television  writer, 
for  he  does  not  have  the  asset  of  the  visual  to  help  move  his  script. 
His  audience  cannot  see  the  change  in  mood,  the  wink  of  an  eye,  the 
sweep  of  a  gesture.  He  must  rely  on  one  technical  source  of  output, 
the  microphone.    Unlike  the  television  writer,  he  must  indicate  the 
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use  of  music,  for  transition  or  for  mood,  and  he  should  make  full 
use  of  sound  effects.  Yet  again  he  need  not  amass  any  encyclopedic 
amount  of  technical  terms.  He  will  find  the  following  necessary  and 
useful: 

FADE  IN  UNDER 

FADE  OUT  OFF 

SNEAK  STING 

SEGUE  COLD 

UP  AND  OUT  IN  THE  CLEAR 

BACKGROUND 

Let  us  say  the  radio  writer  wishes  to  create  the  impression  of 
someone  entering  a  room.  He  may  indicate  a  fade  in  of  sound  such 
as  footsteps  which  at  first  would  be  heard  softly  from  a  distance  then 
increase  in  volume.  He  may  achieve  the  same  effect  by  indicating 
a  fade  in  of  dialogue  so  that  we  hear  the  character's  voice  off  at 
a  distance  and  gradually  growing  louder  until  the  speaker  is  at  the 
microphone. 

The  fade  out  is  the  exact  reverse  of  the  above.  We  hear  the 
footsteps  retreating  or  the  voice  dying  away  in  the  distance. 

Music  that  comes  in  very  faintly  and  then  builds  to  a  more  nor- 
mal level  is  called  a  sneak.  It  is  a  preparation  for  the  establishment 
of  a  mood,  a  sotto  voce  dramatic  foreshadowing: 

Joshua:  The  beating  of  my  heart  was  as  loud  to  me  as  a  jungle  drum. 

I  made  my  way  stealthily  to  the  doorway  and  stole  within. 
(Music:   sneak  in  ominous  motif  and  hold  under) 
Joshua:  There  on  a  rude  couch  lay  a  young  Negro,  breathing  heavily. 

Beside  him  stood  the  tall  figure  of  his  father,  his  handsome  head 

bowed  in   grief. 

The  term  segue  (Segway)  comes  from  the  Italian  signify- 
ing to  follow.  It  connotes  an  immediate  transition  from  one 
type  of  music  to  another  or  from  one  musical  selection  to  another 
without  a  break.  It  is  often  used  at  the  beginning  of  a  program 
where  a  transition  is  made  from  the  theme  music  to  mood  music : 

Anncr:  Tonight,  we  bring  you  a  legend  of  the  past;  a  fantasy  which 
holds  in  it  a  strange  and  haunting  key  to  reality  .  .  .  "The  Legend 
of  the  Great  Hope." 
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(Music:   theme,  segue  to  mysterioso  mood  with  a  touch  of 
voodoo) 
up  and  hold  under 

You  will  have  noted  by  this  time  the  use  of  the  term  up  and 
hold  under  which  is  actually  self-explanatory.  It  indicates  the 
music  is  to  be  brought  up.  This  implies  that  the  music  has  been 
held  under  the  dialogue  at  a  low  level  and  now  is  to  be  brought  up 
to  a  normal  listening  level,  then  brought  down  again  and  held  under 
narration  which  follows. 

in  the  clear  refers  equally  to  dialogue  which  is  not  backed 
by  music  or  sound,  or  music  alone  without  any  admixture  of  dia- 
logue or  sound. 

up  and  out  indicates  that  the  passage  of  music  you  have  been 
utilizing  is  to  come  to  an  end.  Perhaps  we  can  best  clarify  this  term 
by  an  additional  example  from  the  script  previously  referred  to.  The 
author  had  indicated  that  the  music  was  to  be  brought  up  and  held 
under  the  following  monologue  by  the  narrator  who  was  also  the 
lead  in  the  script. 

(MUSIC:     UP    AND    HOLD    UNDER) 

Joshua:  My  name  is  Joshua  Maccabee  and  I  speak  to  you  from  out  of 
the  centuries.  If  that  seems  strange,  then  consider  with  what  un- 
marveling  acceptance  you  sit  and  listen  to  this  sound  box  that 
captures  voice  and  melody  from  the  mercurial  ether.  Think  of 
every  moment  in  time  eternally  writ  on  waves  of  light  and  that  you 
have  caught  one  such  moment  .  .  .  how,  unaccountably,  you  have 
drawn  from  time,  one,  Joshua  Maccabee,  that  is  myself  .  .  .  and  the 
legend  of  the  "Great  Hope."  You  who  have  compelled  me,  listen.  .  .  . 

(Music:   up  and  out) 

Observe  that  the  music  has  been  held  under  the  entire  mono- 
logue. It  served  to  create  a  supernatural  effect.  When  the  mono- 
logue is  completed,  the  music  is  taken  out.  The  actual  story  now 
begins. 

Sometimes  you  will  want  to  underscore  a  statement,  an  emo- 
tional response,  a  realization  of  danger.  You  can  obtain  your  effect 
by  a  sting,  a  single  note  held  for  a  few  seconds: 

Nancy:  The  child's  shivering,  Dan.  She  needs  something  hot  to  drink. 
What'd  you  manage  to  salvage  from  the  wreck? 
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Dan:  Nothing  .  .  .  nothing  at  all! 
(Music:    sting) 

The  term  background  (bg)  is  used  generally  to  indicate  that 
the  presence  of  sound  is  more  felt  than  heard.  The  audience  is  to 
be  made  aware  that  an  automobile  is  being  driven  or  an  airplane  is 
flying  but  the  sound  is  kept  low  so  that  it  does  not  in  any  way  inter- 
fere with  the  dialogue : 

Nancy:    What  happened,  Dan? 

Dan:    We've  hit  a  freak  storm,  Nancy.    Lightning's  put  number  two 

motor  out  of  commission.     I'm   afraid  I'll  have   to   try  going  off 

course.    Maybe  get  past  the  storm  that  way. 
Nancy:   I'll  keep  the  passengers  calm. 
Dan:    Good  girl. 

SOUND:  MOTORS  UP  STRONG  .  .  .  BLEND  WITH  STORM  .  .  .  THEN  DROP 
STORM  AND  PLANE  TO  BACKGROUND 

Johnny:    Dan  .   .   . 

Dan:   Yes? 

Johnny:    Radio's  dead! 

The  dialogue  that  follows  in  this  particular  scene  builds  to  a 
crisis  of  great  excitement.  The  concentration  of  the  audience,  there- 
fore, is  on  the  dialogue  but  there  is  just  enough  sound  in  the  back- 
ground to  maintain  an  awareness  of  the  plane  in  flight.  The  writer 
will  indicate  this  as  in  the  example  referred  to;  the  proper  mixture 
of  voices  and  sound  is  the  task  of  the  director.  Once  he  knows  the 
writer's  intent,  he  will  instruct  the  sound  effects  man  accordingly. 
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Without  the  com- 
mercial, television  and  radio,  as  we  know  them  today  in  the  United 
States,  could  not  exist.  But  the  commercial  is  often  maligned  and 
seldom  praised.  It  has  been  called  intrusive,  distasteful,  annoying. 
Practically  every  comedy  program  and  every  comedian  has  at  one 
time  or  another  satirized  the  commercial.  A  few  ...  a  very  few  .  .  . 
performers  have  made  it  standard  practice  to  "gag  up"  the  commer- 
cial. Arthur  Godfrey  is  the  prime  example.  But  sponsors  who  ac- 
cept this  buffoonery  at  the  expense  of  their  product  are  a  tiny  minor- 
ity. 

Consider  the  commercial  from  the  standpoint  of  the  sponsor 
of  a  weekly  series.  He  has  spent  a  rather  handsome  fortune  for  time 
and  talent  in  the  production  of  a  variety  program  or  a  drama.  Nat- 
urally, he  wants  the  program  to  be  as  entertaining  as  possible,  but 
primarily  the  broadcast  is  a  vehicle  for  his  sales  message.  In  the 
sponsor's  estimation,  the  rating  his  program  receives  is  not  as  much 
a  measure  of  the  show's  popularity  as  it  is  an  index  of  the  potential 
buyers  of  his  product.  And  what  shall  it  avail  him  if  his  star  is  bright 
and  appealing,  but  his  cheese  is  not! 

In  the  king-size  advertising  agencies,  commercials  are  con- 
ceived with  racking  labor  pains.  The  copywriter  becomes  a  specialist, 
often  giving  all  his  efforts  to  one  account.    He  may  be  taken  on  a 
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tour  of  the  plant  to  completely  familiarize  himself  with  the  product. 
His  agency's  research  department  comes  up  with  pertinent  data  that 
will  help  the  copywriter  to  frame  his  message.  Let  us  say,  hypo- 
thetically,  70  per  cent  of  the  mothers  interviewed  buy  white  bread 
for  their  children  because  it's  tastier,  but  they  know  brown  bread  is 
more  healthful.  Very  well,  hit  the  taste  angle.  This  brown  bread 
is  made  with  honey.  Children  will  love  its  delicious  flavor,  etc., 
etc.   .   .   . 

The  copywriter  at  the  major  advertising  agency  has  another 
factor  in  his  favor.  He  generally  sits  down  to  write  his  copy  only 
after  a  well  thought  out  campaign.  And  he  has  opportunities  to 
pretest  his  copy.  J.  Walter  Thompson,  one  of  the  oldest  and  largest 
of  the  advertising  agencies,  actually  installed  its  own  closed  circuit 
television  station  by  means  of  which  television  commercials  can  be 
judged  by  the  staff  as  they  might  be  telecast.  Changes  to  make  the 
commercial  more  effective  can  then  be  made  before  going  into  ex- 
pensive rehearsals  and  filming. 

The  story  is  quite  different  for  the  commercial  copywriter  at 
the  small  advertising  agency  or  small  radio  station.  He  may  be 
called  on  to  write  copy  for  a  dozen  different  accounts.  He  has  no 
research  department  to  assist  him  and  he  doesn't  have  time  to  plan 
a  long-range  campaign.  The  radio  station  time  salesman  may  burst 
in  with  a  contract  from  the  local  used  car  dealer  for  a  spot  announce- 
ment campaign  to  start  the  next  day.  It's  a  grinding  task  at  the  local 
level  for  the  commercial  copywriter.  And  it  does  not  pay  very  well. 
But  it  is  excellent  training  ground  and  if  you  want  to  make  a  career 
of  it,  the  top  spot  of  Chief  Copywriter  at  agencies  the  size  of  Mc- 
Cann-Erickson  may  make  your  income  tax  payment  alone  more  than 
the  yearly  salary  you  were  earning  at  the  local  radio  or  television 
station,  or  the  small  agency. 

Radio  stations  are  continually  in  need  of  copywriters.  This  is 
particularly  true  of  the  small  or  medium-sized  station.  In  a  regional 
meeting  of  broadcasters,  many  managers  and  program  directors  once 
discussed  the  personnel  situation.  Most  of  them  stated  that  the  degree 
of  talent  posed  a  difficult  problem.  If  they  hired  a  writer  with  a  high 
degree  of  talent,  he  or  she  was  sure  to  leave  after  a  brief  period  for 
a  better  paying  position  with  one  of  the  larger  stations  or  agencies. 
The  writer  with  a  lesser  degree  of  talent  found  it  more  difficult  to 
move  up  and  as  a  consequence  stayed  on  with  the  smaller  station. 
It  was  a  question  of  whether  they  wanted  greater  talent  for  a  short 
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term  or  minor  talent  for  a  long  term.    The  general  preference  was 
for  the  long-range  view. 

Be  that  as  it  may,  almost  every  issue  of  the  weekly  Broadcast- 
ing-Telecasting magazine  carries  an  ad  or  two  for  copywriters  in  its 
Help  Wanted  columns.  But  no  matter  his  talent,  the  copywriter 
should  be  under  no  illusions  regarding  his  assignment,  as  this  ad- 
vertisement underscores  so  pointedly. 

Copywriter,  man  or  woman,  capable  writing 
strong  sell  announcements  at  retail  level.  No 
scripts,  no  programs,  no  production  or  flowery 
copy  but  must  be  able  to  write  hard  selling  one- 
minute  announcements  and  lots  of  them.  Volume 
and  speed  definite  requirements. 

Yes,  the  commercial  copywriter's  output  may  be  a  far  cry  from 
literature,  but  it  is  a  writing  assignment  and  it  can  be  challenging. 
Possibly  every  copywriter  is  a  frustrated  or  a  potential  dramatist  or 
novelist.  The  fact  that  he  must  keep  his  nose  to  the  copy  grindstone 
for  that  weekly  pay  check  does  not  necessarily  inhibit  his  literary 
powers.  To  cite  just  two  examples  of  several:  Charles  Jackson,  author 
of  one  of  the  most  powerful  and  successful  novels  of  the  past  decade, 
"Lost  Weekend,"  served  a  long  stint  as  copywriter  for  one  of  the 
major  advertising  agencies;  Reginald  Rose,  one  of  TV's  finest  play- 
wrights, kept  the  pot  boiling  for  many  years  by  writing  copy  to  move 
merchandise. 

There  was  a  story  circulated  years  ago  about  the  brash  young 
man  who  managed  to  corner  the  executive  vice-president  of  one  of 
the  larger  advertising  agencies.  "I  have  the  perfect  slogan  for  your 
cigarette  account,"  he  is  reputed  to  have  said,  and  handed  the 
startled  executive  a  slip  of  paper.  The  executive  stared  at  the  young 
man  and  then  at  the  slip  of  paper  containing  four  words.  The  brash 
young  man  left  the  advertising  agency  with  another  slip  of  paper: 
a  five-figure  check. 

In  the  glamorous  and  fanciful  realm  of  radio  and  television, 
legends  abound  and  some  do  have  a  modicum  of  truth.  But  the 
many  slogans  that  are  so  closely  identified  with  advertisers  are  usu- 
ally products  of  many  hours  of  sweat  and  concentration.  A  good 
slogan  ...  a  catch  phrase  ...  is  invaluable  to  the  sponsor.  Think 
of  some  that  come  readilv  to  vour  own  mind :  "You  can  be  Sure  if  it's 
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Westinghouse,"  "Better  Things  for  Better  Living  Through  Chem- 
istry," "They  Satisfy,"  "When  You  Care  Enough  to  Send  the  Very 
Best."  On  a  local  level,  in  New  York  City,  the  Emil  Mogul  Agency 
made  "Calling  All  Men"  synonymous  with  Barney's  clothing  estab- 
lishment. 

A  slogan  is  most  effective  when  it  includes  the  name  of  the 
product  because  it  leaves  no  question  of  sponsor  identification.  The 
Westinghouse  slogan  mentioned  above  is  a  case  in  point.  However, 
the  psychological  slant,  as  exemplified  by  the  Hallmark  slogan,  and 
the  public  relations  approach  of  the  Du  Pont  slogan,  can  be  equally 
effective  if  repeated  often  enough  in  the  sponsor's  copy. 

The  ethics  of  advertising  control  slogans  as  much  as  any  other 
type  of  copy.  It  is  not  ethical  to  disparage  a  competitor's  product. 
In  preparing  copy,  the  positive  approach  should  always  be  utilized 
—  not  how  inferior  are  the  competitor's  products,  but  how  good  are 
your  own . 

A  slogan  that  psychologically  had  tremendous  selling  power 
was  one  used  by  the  Lucky  Strike  people  some  time  ago:  "Reach  for 
a  Lucky  instead  of  a  Sweet."  It  played  on  the  natural  vanity  of 
women  to  keep  that  fascinating  figure,  but  it  brought  a  storm  of 
protest  from  the  sweets  manufacturers  who  claimed  it  was  unfair 
and  unethical.    The  slogan  was  discontinued. 

It  is  a  good  exercise  for  the  student  of  writing  to  devise  a  num- 
ber of  slogans  as  a  spur  to  his  inventiveness  and  an  aid  to  his  facility 
in  packing  maximum  sales  power  into  minimum  wordage. 

The  commercial  copywriter  should  have  a  basic  knowledge  of 
psychology  and  public  relations.  What  makes  people  buy?  What 
desires  can  you  appeal  to  in  the  listening  or  watching  public?  How 
can  you  arouse  and  hold  interest  in  your  sales  message?  How  do  you 
win  good  will  for  your  sponsor?  The  copywriter  who  can  turn  out 
an  announcement  that  will  keep  your  eyes  glued  to  the  TV  screen 
or  your  ears  to  the  radio  is  literally  worth  his  weight  in  gold.  One 
columnist  some  time  ago  reported  a  strange  phenomenon  in  his 
household.  Every  time  the  commercial  appeared  on  the  screen,  the 
light  in  his  refrigerator  went  on!  The  commercial,  in  many  in- 
stances, takes  on  the  aspect  of  the  "seventh  inning  stretch,"  the  time 
to  relax  after  a  gripping  first  act,  to  walk  into  the  kitchen  for  a 
quick  drink  or  snack.  The  next  time  you  watch  a  TV  program  or 
listen  to  a  radio  broadcast,  check  your  reaction  to  the  commercial. 
Watch  and  listen  carefully.    What  is  its  impact  on  you?    Does  it 
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awaken  your  interest  or  induce  a  yawn?    Try  to  analyze  its  good 
points  or  its  bad  points. 

For  study  purposes,  it  is  useful  to  classify  the  various  types  of 
commercials.  The  following  categories  are  not  all-inclusive.  There 
is  some  overlapping  of  classification  and,  on  the  other  hand,  some 
commercials  employ  more  than  one  technique.  But  we  believe  this 
listing  will  serve  the  student's  requirements. 


THE    COMMERCIAL    AS    MONOLOGUE 

This  type  of  copy, 
utilizing  one  voice  in  its  presentation,  is  generally  referred  to  as  the 
straight  commercial.  It  is  the  simplest  in  format,  the  most  inexpen- 
sive from  a  production  standpoint.  It  uses  no  gimmicks,  no  tricks. 
It  can  and  does  sell  merchandise  effectively.  Here  is  an  illustration 
of  the  straight  commercial  prepared  for  the  Chevrolet  dealers  in  the 
District  of  Columbia  area  for  radio  broadcast. 

only  Chevrolet,  the  biggest  selling  car  in  the  world,  could  make 
you  this  offer:  now  .  .  .  today  .  .  .  you  can  drive  away  in  a  big,  new 
two-door  Chevrolet  sedan  .  .  .  for  only  seventeen  hundred  and  fifty 
dollars.  You  didn't  hear  me  wrong  ...  a  big,  new  two-door  Chevrolet 
sedan  for  only  seventeen  hundred  and  fifty  dollars!  And  that's  the 
total  price  delivered,  in  the  Washington  area.  Besides  big-car  com- 
fort with  small  cost  operation,  here's  what's  included  at  this  price: 
turn  signals  .  .  .  safety  plate  glass  all  around,  not  just  in  the  wind- 
shield ...  a  slick  Duco  paint  finish,  just  like  Cadillac's  .  .  .  the  jet- 
powerful  Blue  Flame  engine  with  115  horsepower  .  .  .  and  Chevro- 
let's famous  synchromesh  transmission.  Don't  forget  this  either  .  .  . 
a  Chevrolet  not  only  costs  less  now  ...  it  costs  less  to  operate.  And, 
it's  worth  more  when  you  trade  or  sell.  See  your  Chevrolet  dealer 
within  the  next  24  hours.  You  may  well  be  surprised  at  his  attractive 
trade-in  offer  for  your  present  car  ...  on  a  new  Chevrolet  .  .  .  priced 
at  only  seventeen  hundred  and  fifty  dollars  delivered  in  the  Wash- 
ington area. 

It  is  written  simply  and  competently.  It  stresses  cost,  often  the 
deciding  factor  to  people  purchasing  cars  in  the  highly  competitive 
field  of  low  priced  automobiles.  It  presents  no  reading  problem  to 
the  announcer  either  from  the  choice  of  words  or  the  time  allotment 
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of  one  minute.  The  good  copywriter  reads  his  announcement  aloud 
and  times  it.  But  there  is  a  tendency  today  among  many  users  of 
local  spots  to  presumably  "get  their  money's  worth"  by  overloading 
the  announcements  with  verbiage.  Generally,  a  one-minute  straight 
announcement  will  run  from  150  to  175  words,  preferably  closer 
to  150.  Several  announcers  have  complained,  justifiably,  that  every 
so  often  spots  are  handed  to  them  which  exceed  200  words.  This 
means  that  the  announcer  has  to  increase  his  reading  rate  consider- 
ably with  the  added  hazards  of  fluffs  and  lack  of  clarity.  You  get 
that  racy,  punch  technique  with  the  announcer  running  in  high 
gear,  hammering  away  at  you.  Fortunately,  you  are  not  defenseless 
against  the  barrage.  You  can  always  turn  the  dial.  Whether  it  is 
the  advertising  agency  or  the  sponsor  who  insists  upon  the  overload, 
the  copywriter  and  the  announcer  are  caught  in  the  squeeze.  If  the 
retail  furniture  dealer  wants  every  item  he  has  for  sale  included  in 
the  one-minute  spot,  or  the  small  variety  store  requires  a  mention  of 
almost  its  entire  stock  from  shoelaces  to  satchels,  the  end  result  is 
more  confusion  than  sales  impact. 

This  overloading  of  announcements  rarely,  if  ever,  occurs  on 
a  network.  Timing  is  exceedingly  precise  and  copywriters  adhere  to 
a  rigid  schedule. 

We  have  considered  the  straight  commercial  from  the  aspect 
of  radio.  Now  let  us  see  what  happens  when  the  visual  enters.  Here 
is  the  Chevrolet  commercial  prepared  for  television: 

VIDEO  AUDIO 

Cam:   Tippy  turns   from  Tippy:   Now  we're  going  to  have 

weather  board,  moves  a  fashion  show  .  .  .  with  the 

to  stand  beside   small  prettiest   models    you've    ever 

screen,  curtained  to  seen! 
resemble  miniature 
stage 

—  The   new   Chevrolets! 

Tippy  takes  cord  and  .   .   .  Here's  the  beautiful  4- 

draws  aside  curtains  door     Bel    Air     sedan  —  big 

to  reveal  rs   slide  of  enough  for  the  whole  family! 

4-door   sedan  (drops   curtain) 

Tippy  draws   curtain  And  the  exciting  Bel  Air  con- 

again  to  reveal  con-  vertible  .  .  .  that  looks  like  all 

vertible  outdoors!    (drops   curtain) 

Tippy  draws  curtain  to  And  then   there's   the  smart- 
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REVEAL    2-DOOR    '150' 
SEDAN 


DISS.     TO  SLIDE    CHEV.     SEAL 
.    .    .    SUPER   PRICE   SLIDE    .    .    . 
FLASH    PRICE    ON    &    OFF, 
KEEPING    SLIDES     SUPERED 


Cam  :    Tippy 


Slide:    Chevrolet  seal 


looking  2-door  One-Fifty 
model  —  so  economical  to 
own!        (drops        curtain, 

TURNS  TO  FACE  CAM  DI- 
RECTLY) You  can  tell  right 
away  they're  Chevrolets,  can't 
you?  You  can  own  a  wonder- 
ful new  Chevrolet  for  as  little 
as  $47.88  a  month,  you 
know,  even  less  if  your  pres- 
ent car  is  worth  more  than 
the  down  payment!  You  don't 
make  the  first  payment  until 
45  days  after  you  get  the  car! 
And  $47.88  includes  com- 
plete insurance  coverage  — 
fire,  theft,  collision  and  life! 
So  why  don't  you  stop  in 
tomorrow  at  the  Chevrolet 
dealer  nearest  you  .  .  .  Tell 
them  Tippy  sent  you! 
(Tippy  does  hand  &  eye 
routine) 

Once  you  try  it  .  .  .  I'll  bet 
you  buy  it! 


As  effective  as  radio  is  as  a  sales  medium,  there  is  little  question 
of  the  added  impact  of  the  visual.  Note  the  number  of  words  used 
in  the  TV  version  as  compared  with  the  radio  version.  You  will  find 
that  they  are  almost  equal.  For  most  types  of  commercials,  despite 
the  visual,  television  copy  does  utilize  almost  as  many  words  as  radio. 
There  are  good  reasons.  The  announcer's  copy  underlines  the  visual 
just  as  the  visual  emphasizes  the  audio.  And  should  the  viewer  turn 
his  attention  away  from  the  screen  momentarily  or  leave  the  room, 
he  can  still  hear  the  audio.  One  picture  may  be  worth  a  thousand 
words,  but  not  if  it  isn't  seen. 


THE    COMMERCIAL    AS    DIALOGUE 

The  dialogue  com- 
mercial may  be  a  simple  interview  between  the  announcer  and  a 
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housewife  regarding  the  qualities  of  the  sponsor's  product.  It  may 
be  a  discussion  between  a  simulated  husband  and  wife.  Again,  it 
may  include  the  announcer  and  the  star  of  the  show. 

Or  it  may  feature  two  characters  especially  conceived  for  the 
sponsor  such  as  the  "Harry  and  Bert"  commercials  for  Piel  Bros.  We 
have  described  the  creation  of  the  "Harry  and  Bert"  characters  in 
our  section  on  Development  of  Ideas. 


VIDEO 
Open  on  our  two  friends  making 
one  of  their  familiar  public  appear- 
ances. Harry  is  standing  in  front 
of  a  large  desk,  at  which  his  brother 
is  cheerfully  seated. 

Bert's  enthusiasm  gets  a  little  out 
of  hand.  He  begins  to  bang  on  the 
desk  in  order  to  emphasize  certain 
points. 

Now  he  is  completely  carried  away, 
even  climbing  up  on  top  of  the 
desk. 

Well  almost,  for  Harry  restrains 
him  at  this  point. 

Harry  apologizes  to  the  viewers  for 
his  brother's  behavior. 

This  is  the  first  time  Bert  has  ever 
actually  heard  himself  referred  to 
as  offensive.  It  hits  swiftly  and 
hard. 

Harry  feels  terribly  for  having  hurt 
his  brother's  feelings.  He  tears  the 
letter  up. 


Piel's 

tv  film  commercial  (1:00) 

Harry  and  Bert 

"Bert's  Offenses" 

NO.   87 

AUDIO 
Bert:   This  is  Bert  Piel  .   .   . 

Harry:   And  this  is  Harry  Piel. 


Bert:  Piel's  tastes  best  of  all  .  .  . 
because  it's  driest  of  all!  Remem- 
ber that,  viewers! 


Piel's 


Harry:  Excuse  me,  Bert.  Friends 
.  .  .  my  brother  is  so  enthusiastic 
over  our  wonderful  beer  .  .  .  that 
.  .  .  well  .  .  .  sometimes  without 
meaning  to  ...  he  offends  an  occa- 
sional viewer.  .  .  . 
Bert:   Offends? 


Harry:  I'm  sorry,  Bert.  We've 
had  some  letters,  and  a  lady  in  New 
Jersey  said  that  you  .  .  .  I'm  sorry 
.  .  .  you  go  ahead. 


NON-DRAMATIC     CONTINUITY 


72 


But  it  is  too  late.    Bert  is  leaving 
forever. 


He  goes  out  the  door  and  closes  it 
behind  him. 


Harry  returns  his  attention  to  the 
viewers.  He  feels  very  badly  now, 
but  goes  on  ...  at  the  sound  of 
the  shot,  Harry  wheels  toward  the 
door.  He  is  certain  his  brother  has 
done  away  with  himself. 


Unfortunately,  it  isn't  so.  Bert 
pops  back  in  the  door,  very  much 
like  the  old  self.  He  is  holding  a 
target  with  a  bullethole  in  dead 
center.  And  in  his  right  hand  he 
carries  a  smoking  pistol. 

On  word  "miss"  dissolve  to  live  in 
which  a  glass  is  ostensibly  sipped 
by  the  viewer,  himself. 

Fade  out  to  black  and  bring  up 
legal  super. 


Bert:  No  .  .  .  no  .  .  .  no.  I  .  .  . 
I've  tried  to  tell  people  how  deli- 
cious our  beer  is  .  .  .  how  it  will 
bring  happiness  into  their  nice 
homes  .  .  .  and  somehow  .  .  .  I've 
offended.  You  tell  them  Harry. 
They  like  you.  You're  personable. 
I'm  offensive.  Goodbye  consumers. 
Sound:  door  slamming  shut. 
Harry:  Well  I'm  sorry  .  .  .  he's  so 
sensitive.    I  never  should  have  .  .  . 


Sound:  a  shot  fired  in  the 

other  room. 
Bert,  I  .  .  . 
Sound:  door  being  opened 

AGAIN. 

Bert:  Bullseye!    Proof  Piel's  aims 
for  dryness  .  .  .  and  we  don't  miss. 


Harry:  Well  as  Bert,  thank  good- 
ness, says  .  .  .  "if  you  taste  it  and 
smack  your  lips  it's  a  product  of 
Piel  Brothers",  .  .  .  most  likely. 
Bert:   Unquestionably,  Harry. 


Some  advertisers  who  prefer  the  hard  hitting  technique  find 
that  two  or  more  voices  carry  more  impact  than  one.  The  copy  actu- 
ally is  written  much  in  the  same  manner  as  a  straight  commercial. 
However,  two  or  three  announcers  read  segments  of  the  copy. 
Montage  effects  are  often  used,  that  is,  having  the  voices  follow  each 
other  in  rapid  succession  utilizing  succinct  phrases  or  sometimes  just 
one  word.  For  example : 


Announcer  1 
Announcer  2 
Announcer  3 


For  men  .  . 
For  women  . 
For  children 
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This  type  of  commercial  does  have  the  element  of  variety  in 
voices,  but  often,  because  the  sponsor  or  the  agency  demands  punch, 
the  announcers  try  to  outdo  each  other  in  forcefulness  and  the  end 
result  is  a  frontal  attack  on  the  eardrums. 

This  many-voiced  commercial  is  not  true  dialogue  but  it  has 
been  included  under  this  heading  simply  because  it  utilizes  more 
than  one  voice. 


THE    COMMERCIAL    AS    DRAMA 

The  dramatized 
commercial  is  probably  the  most  difficult  to  present,  and  yet  it  can 
be  extremely  effective.  It  calls  for  a  good  deal  of  ingenuity  and 
imagination  on  the  part  of  the  writer  to  obtain  dramatic  impact  in 
a  minimum  of  time.  If  he  is  able  to  do  so,  he  can  capture  his  audi- 
ence's attention  and  hold  it  throughout  the  commercial.  If,  for  ex- 
ample, you  want  to  portray  the  need  for  a  blow-out  proof  tire,  you 
can  show  a  family  out  for  a  Sunday  drive.  Then  suddenly  the  tire 
is  punctured.  There  is  a  frightening  scream.  It's  all  done  in  a  mat- 
ter of  seconds  but  the  drama  is  an  attention-getter.  The  writer 
should  strive  for  plausibility  of  situation  and  avoid  mountain  out  of 
molehill  scenes.  If  the  young  bride  goes  into  hysterics  over  a  soiled 
napkin  and  tearfully  wails  that  it  will  never  come  clean  again,  the 
reaction  from  the  audience  may  be  laughter  rather  than  concern. 

The  players  in  the  commercial  drama  should  stay  in  character. 
We  know  there  will  be  disagreement  about  that  statement,  since 
many  dramatized  commercials  have  one  of  the  actors  step  right  out 
of  the  drama  to  deliver  the  sales  message.  However,  it  may  be  in- 
congruous for  the  actress  who  has  just  played  the  part  of  a  harried 
housewife  in  the  commercial  drama  to  suddenly  flash  a  smile  and 
become  a  saleswoman.  Presumably,  the  commercial  drama  attempts 
to  present  a  tiny  vignette  of  life  and  to  capture  some  of  the  essence 
of  reality.  That  verisimilitude  is  shattered  when  the  actor  steps 
abruptly  out  of  character.  Let  the  commercial  drama  remain  drama 
and  have  the  announcer  point  up  the  scene  with  a  brief  sales  mes- 
sage. 

This  dramatized  TV  commercial  is  on  the  lighter  side  in  keep- 
ing with  the  program  "Caesar's  Hour." 
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VIDEO 

HUSBAND    AND    WIFE    IN    LIVING 

room.  Husband  is  watching 

TV 


TV   set.   telop:    downs 
and  logo   (Or  Box  of 
Scuff-Kote) 

diss  to  tv  gobo.  med 
Nelson  &  Scuff-Kote 
sign. 


AUDIO 

Sound:    (laughter  on  tv) 
Wife:     You    and    that    TV    set. 
Sometimes  I  almost  wish  television 
had  never  been  invented. 
Hus:  Shhh.    I'm  watching  Caesar's 
Hour. 

Wife:  And  I'm  watching  the  kids' 
scuffed  shoes  pile  up.    You  prom- 
ised you'd  do  them  this  time. 
Hus :  After  .  .  .  after,  (applause 

AND  LAUGHTER) 

Anncr:  And  now,  a  word  from 
Esquire  Scuff-Kote. 

Nelson:  Madam,  do  you  quarrel 
with  your  husband  about  who's 
going  to  do  the  youngster's  shoes? 


CUT    TO    HUSBAND    &    WIFE. 

(They  do  a  double-take) 

cut  to  Nelson.    (Points 
to  sign) 


(He  applies) 


DOLLY    IN. 


film   clip:    "sk-56-2" 
3  5mm.   silent.   (Match 
Dissolve) 

film   clip:    "esq-56-10" 
35mm.   silent.   (Drum 
Major) 


Well,    quarrel    no    more. 


Just  get  a  bottle  of  Esquire 
Scuff-Kote  .  .  .  the  miracle  self- 
shining  discovery  for  children's 
scuffed  shoes. 

You  just  slap  Esquire  Scuff- 
Kote  on  any  old  way  and  those 
scuffs  and  scrapes  disappear.  Be- 
cause it  gets  deep  down  into  those 
scuffs  and  scrapes  and  practically 
puts  a  brand  new  finish  on  the 
leather. 

And  in  a  few  minutes,  those  beat- 
up  shoes  look  like  this  .  .  .  bright, 
soft  and  natural  looking  without 
any  work  for  you. 
Look  for  the  drum  major  and  the 
name  Esquire  on  the  bright  cir- 
cus package  .  .  . 


Nelson  in  tv  gobo. 
(Box  in  hand.) 


and  help  yourself  to  the  wonderful 
no-work  way  of  making  children's 
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scuffed  shoes  look  new. 
(Man's  hand  reaches  in  Hus:   Thanks! 

and  takes  box) 

diss  to  husband  &  wife  Wife  :    Hm,    now    that   we    have 

in  living  room.  Esquire  Scuff-Kote  you're  will- 

ing to  do  them. 
child  enters.   (2  pairs  Child:     Nobody    has    to    do    my 

bright  shoes  in  one  hand,  shoes.    I  did  'em  myself  with  Es- 

Scuff-Kote  box  in  other)  quire      Scuff-Kote.       I     watch 

Caesar,  too! 


THE    COMMERCIAL    AS    SONG 

The  theme  song 

Many  programs 
have  music  especially  composed  for  opening  and  closing  their  broad- 
casts, known  to  us  as  theme  songs.  We  are  concerned  here  only 
with  those  themes  which  have  lyrics  that  include  the  mention  of  the 
sponsor's  product.  A  good  example  is  the  "Be  Happy,  Go  Lucky" 
tune  which  opens  and  closes  the  Hit  Parade  programs.  This  type  of 
theme  heightens  sponsor  identification  and  is  therefore  of  decided 
advantage. 

The   jingle 

Ever  since  Pepsi 
Cola  successfully  flooded  the  airwaves  with  its  singing  commercial, 
jingles  have  been  on  the  upsurge.  Although  jingles  have  been  sati- 
rized, burlesqued  and  gagged  without  mercy,  they  go  on  their  merry 
way  and  they  do  a  job  for  the  sponsor.  It  is  essential,  of  course,  that 
the  jingle  have  a  catchy  tune  so  that  anyone,  unless  he  be  tone  deaf, 
can  readily  whistle  or  sing  it.  If  the  tune  stays  with  him,  so  will  its 
association  with  the  sponsor's  product.  Children,  whose  memory 
process  is  not  as  cluttered  as  adults,  will  pick  up  a  jingle  almost 
immediately,  and  go  about  singing  the  praises,  in  rhyme  and  rhythm, 
of  cigarettes,  candy  or  beer! 

The  writing  of  jingles  is  a  specialized  field.    Some  agencies 
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have  writers  on  their  staff  who  can  compose  singable  jingles.  Other 
agencies  farm  out  their  requirements  to  a  team  or'  composer  and 
lyricist,  banded  together  for  the  sole  purpose  of  the  creation  of 
jingles.  If  they  can't  create  an  original  tune,  they  will  adapt  one 
that's  in  the  public  domain,  usually  a  folk  tune  or  the  more  lively  of 
the  Stephen  Foster  melodies.  Again,  they  are  simple,  whistleable 
tunes.  If  the  jingle  is  not  readily  hummable,  its  impact  is  short- 
lived. Since  many  jingles  are  prepared  for  use  immediately  follow- 
ing station  breaks,  they  may  not  be  more  than  fifteen  to  twenty  sec- 
onds in  length.  The  lyric  writer  may  be  called  on  to  convey  a  potent 
sales  message  in  the  briefest  span  .  .  .  and  in  rhyme,  too! 

Here  is  a  combination  of  jingle  and  monologue  in  a  commercial 
which  was  named  as  one  of  the  top  ten  radio  commercials  by  Sponsor 
Magazine. 

Recorded  theme: 

Man,  oh  Manischewitz! 

Man,  oh  Manischewitz! 

Man,  oh  Manischewitz! 

Man! 

Manischewitz  Fruit  Wines! 

Manischewitz  Fruit  Wines! 

Delicious  Manischewitz  Fruit  Wines  — 

There's  blackberry,  cherry, 

And  loganberry 

Man,  oh  Manischewitz  —  what  wines! 

Man,  oh  Manischevvitz! 

Man,  oh  Manischewitz! 

Man,  oh  Manischewitz! 

Man! 

One  sip  and  you'll  rave  a- 

'bout  the  fruit  flavor, 

Manischewitz  Fruit  Wines! 

Mountain-cool  loganberries!  That's  what  makes  a  manischewitz 
loganberry  cooler  your  most  refreshing  summer  drink.  For  logan- 
berries —  like  all  fruits  —  refresh  you  naturally  —  and  manische- 
witz kosher  loganberry  wine  refreshes  you  deliriously,  as  well! 
It  captures  all  the  thirst-quenching  flavor  of  ripe,  juicy  loganberries 
.  .  .  loganberries  picked  fresh  and  frosty  from  the  bush.  They're 
specially  sweetened  —  just  right  for  your  manischewitz  logan- 
berry cooler.    It's  a  breeze  to  make  one  .  .  .  just  fill  a  glass  of  ice 
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cubes  halfway  with  manischewitz  loganberry  wine.  Add  ginger 
ale  or  sparkling  soda.  Then  sip  —  and  feel  refreshed!  Enjoy  a  cooler 
today.  But  be  sure  to  use  100%  pure  .  .  .  kosher  .  .  .  delicious 
manischewitz  loganberry  wine.  M-m-man,  oh  Manischewitz, 
what  a  wine  cooler!    Manischewitz  Wine  Company,  New  York. 


THE    COMMERCIAL    AS    PART    OF    THE 

PROGRAM 

This  type  of  com- 
mercial is  generally  referred  to  as  the  integrated  commercial  since 
it  is  presented  as  an  integral  part  of  the  show  and  usually  includes 
the  star  or  stars  of  the  program.  From  the  writer's  standpoint,  it  is 
one  of  the  most  satisfactory  types  of  commercials  because  it  gives 
him  an  opportunity  to  work  with  the  program.  It  can  be  the  most 
creative  type  of  commercial  copywriting  with  the  writer  exercising 
his  utmost  skill  to  interweave  the  sponsor's  sales  message  effectively 
into  the  body  of  the  program. 

One  of  the  most  successful  and  consistent  users  of  the  integrated 
commercial  is  the  Jack  Benny  program  and  with  all  due  respect  to 
the  Benny  writing  stable,  which  has  kept  him  in  the  top  ratings  for 
lo  these  many  years,  there  have  been  occasions  when  the  integrated 
commercial  was  funnier  and  more  sparkling  than  the  show  itself. 

In  writing  the  integrated  commercial,  the  copywriter  must  nat- 
urally be  familiar  with  the  entire  script  of  the  program.  The  transi- 
tion from  program  to  commercial  must  be  carefully  worked  out.  It 
should  avoid  abruptness.  It  should  not  give  the  impression  of  put- 
ting one  over  on  the  listener  or  viewer.  .  .  .  "Didn't  think  this  was 
going  to  be  a  commercial,  did  you,  now?"  .  .  .  The  smooth  transition 
will  have  the  audience  accepting  the  commercial  as  it  was  intended: 
an  integral  part  of  the  program.  And  a  well-integrated  commercial 
has  the  added  advantage  of  keeping  the  audience's  attention  through- 
out since  the  program  will  be  viewed  as  a  whole  without  an  apparent 
pause  for  the  sales  message. 

Not  every  type  of  program  can  utilize  the  integrated  commer- 
cial. It  is  most  successful  for  variety  and  comedy  programs.  Most 
dramatic  programs  and  newscasts  must  remain  apart  from  the  com- 
mercial.   However,  in  some  cases  the  dramatic  program  can  utilize 


NON-DRAMATIC     CONTINUITY 


78 


the  integrated  commercial  with  marked  success.  An  example  was 
the  "Martin  Kane  —  Private  Eye"  series  in  which  there  would  al- 
ways be  occasion  for  Kane  to  appear  logically  in  the  cigar  store  sell- 
ing the  sponsor's  tobacco.  The  commercial  can  be  integrated  with 
telling  effect,  and  yet  unobtrusively,  as  Mollie  Goldberg  did  in  plac- 
ing a  can  of  earth  with  a  plant  in  a  windowbox.  The  side  of  the 
can  that  faced  the  audience  bore  the  label  of  the  sponsor's  coffee. 

From  the  Emil  Mogul  Company  comes  this  very  cleverly  writ- 
ten commercial  based  on  the  old  vaudeville  routine,  "Mr.  Gallagher 
and  Mr.  Shean."  Peter  Donald,  the  host  of  the  panel  program 
"Masquerade  Party,"  sponsored  by  Esquire  Polish,  steps  into  a  duet 
with  announcer  Nelson  Case. 


VIDEO 

Sign:    "Donald  &  Case" 
Peter  and  Nelson. 


CU     LIMBO    DIRTY    WHITE     SHOES. 


Peter  and  Nelson. 


(Nelson  holds  up  box) 


AUDIO 

Oh  Mr.  C. 
Oh  Mr.   C. 

These    white    shoes    are    making 

life   a  misery 
Why,  they're  such  an  awful  sight 
And  I  have   to   get  them   white 
Is   there   anything   that  you   can 

do   for  me? 
Oh   Mr.  Donald 
Oh  Mr.   Donald 
There  is  no  one  else  who's 

better  qualified 
So  I'll  quickly  set  you  right 
With   a  bottle  of  Lanol  White 
That's  Especial,   Mr.   Nelson? 
That's   Esquire,   Mr.   D! 


THE    COMMERCIAL    AS    AN    INSTRUMENT    OF 

PUBLIC    RELATIONS 

This  is  the  institu- 
tional commercial  whose  aim  is  to  build  good  will  for  a  sponsor.  It 
is,  in  essence,  an  instrument  of  public  relations.  Its  selling  message 
is  implied  rather  than  direct.    It  may  focus  attention  on  the  com- 
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pany's  policy  of  incentive  rewards  to  its  employees,  of  promotions 
from  within  the  ranks.  It  may  stress  the  company's  contribution  to 
the  strength  of  our  nation,  the  integrity,  the  tradition  of  fair  dealing 
that  the  industry  has  maintained  through  the  many  years  of  its 
existence.  It  may  be  informational  in  nature  describing  how  the 
industry's  scientists  worked  for  years  to  discover  a  new  plastic.  The 
format  of  the  institutional  commercial  may  be  that  of  a  simple  mono- 
logue for  radio  presentation.  For  TV,  the  institutional  can  take  ad- 
vantage of  the  full  range  of  visual  techniques,  such  as  this  commer- 
cial written  for  Du  Pont  and  its  sponsorship  of  the  "Cavalcade  of 
America"  (Copyright  E.  I.  du  Pont  de  Nemours  &  Company,  1955) : 

(music:    in  and  under) 
Fade  in. 

1.  Main  title 

Dissolve  to: 
1— A.  Medium  shot  of  announcer  in  a  "game"  or  hobby  room 

SET,  WITH  FISHING  ROD,  HUNTING  RIFLE,  TENNIS  RACKET, 
CAMERA,  ALSO  A  DISPLAY  OF  GARDENING  IMPLEMENTS  AND 
SPRAYS    AND    PLANT    FOODS    AND    WORLD    GLOBE. 

ANNOUNCER 

You  know,  in  all  these  things  I  have  here,  a 
Du  Pont  product  plays  a  part.  There's  "Tynex" 
nylon  in  the  fishing  leader  and  the  tennis  racket 
strings  .  .  . 

(Pan  with  him  to  rifle) 

Here's  a  Remington  hunting  rifle  —  film  for  your 
camera  .  .  . 

(Pan  to  garden  display) 

Over  here,  these  sprays  and  plant  foods,  for  your 
flower  or  vegetable  garden  .  .  . 

(He  turns   to  face  camera) 

But  right  now,  I'm  not  going  to  discuss  Du  Pont 
products.  The  incredible  thing  is  what  they 
represent  —  the  fact  that  we  Americans  today 
have  more  spare  time,  more  money  left  over  from 
living  expenses  to  spend  on  our  hobbies  and 
our  travel  than  any  people  have  ever  had  in  the 
history  of  the  world.    Why? 

Dissolve  to: 

2.  Ext.  day.    long  shot,    man  and  family  unloading  gro- 
ceries from  car.    suburban  setting. 
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ANNOUNCER    (o.S.) 

Well,    here    is    a    typical    skilled    U.S.    factory 
worker  .   .  . 

Closer  shot. 


Cut  to: 


ANNOUNCER     (o.S.) 

.  .  .  with  his  family.  They've  just  arrived  home 
from  their  week's   grocery  shopping. 

Cut  to: 

4.  The  family  is  taking  groceries   out  of   car,  carrying 
them  into  house. 

He  works  a  forty-hour  week,  and  that  food  he  is 
unloading  from  his  car  cost  him  only  six  and 
three-quarter  hours  of  work. 

Cut  to: 

5.  Long  shot  of  European  market  place,  (stock) 

ANNOUNCER    (o.S.) 

Now  let's  look  at  some  other  average  skilled  fac- 
tory workers  who  live  somewhere  in  Europe. 


Cut  to: 


6.  Closer  shot. 


ANNOUNCER     (o.S.) 

They  must  work  thirty-eight  and  a  quarter  hours 

—  almost  the  entire  average  American  work 
week  —  to  buy  the  same  amount  of  food  —  pro- 
viding it's  available. 

Dissolve  to: 
7.  Medium  closeup  of  announcer. 

announcer 

This  comparison  —  made  recently  by  the  United 

States   Bureau   of   Labor    Statistics   is   based   on 

official  figures. 
(Pan  with  him   to  world  globe) 

It  illustrates  that  we  Americans  do  enjoy  a  better 

life  with  less  work. 
(He  spins  world  globe  to  North  America) 

—  that  we  do  lead  the  world  in  progress.  But  if 
our  only  desire  was  for  material  things  alone,  we 
should  soon  fail  as  a  nation. 
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8.  Portrait  closeup  of  announcer. 

announcer 
Standing  firmly  behind  all  our  advancements  are 
other,  even  more  important  interests  that  are  vital 
in  making  us  a  well-rounded  progressive  nation. 

Cut  to: 

9.  Long    shot   of   workers   entering   gate   of   a   Du   Pont 
plant.   (stock) 

ANNOUNCER     (o.S.) 

For  example,  a  recent  survey  was  conducted 
among  men  and  women  of  the  Du  Pont  Company 
in  77  cities  throughout  the  United  States.  And 
these  facts  were  revealed: 

Cut  to: 

10.  Stock  footage:   people  entering  or  leaving  a  church. 

More  than  89  per  cent  are  active  church  mem- 
bers. 

Cut  to: 

11.  Stock  footage:   man  reading  newspaper  from  commer- 
cial   #47    SCENE    #10. 

ANNOUNCER     (O.S.) 

The  first  concern  most  of  them  have  is  for  the 
future  of  America  and  the  world  —  not  for  the 
state  of  pocketbooks. 

Cut  to: 

12.  Stock  footage  of  a  community  activity. 

They  give  freely  of  their  time  and  effort  to  every 
kind  of  project  from  schools  to  hospital  service  — 

Cut  to: 

13.  Stock   footage:    donor   giving   to   March   of   Dimes    or 
other  such  fund. 

—  and  take  a  generous  part  in  the  yearly  4  bil- 
lion dollar  gift  Americans  give  to  help  their  com- 
munities and  their  fellow  men. 

Cut  to: 

14.  Medium  closeup  of  announcer  beside  world  globe. 

announcer 
In   short,   it  is   the   combination   of   desires,   of 
ideals,  of  interests  that  have  given  America  the 
genius  to  lead  the  world  in  progress.   And  among 
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the  nation's  workers  who  contribute  to  this  lead- 
ership are  the  men  and  women  of  the  Du  Pont 
Company  .  .  .  producers  of  .  .  . 
(Music:    in  to  finish) 
15.  Du  Pont  oval  and  pledge. 

"Better    Things     for    Better    Living  —  through 
Chemistry." 

Fade  out. 

The  institutional  commercial  is  used  primarily  by  non-com- 
petitive public  utilities  such  as  the  gas,  electric  or  telephone  companies, 
or  by  large  corporations  such  as  United  States  Steel,  Du  Pont,  and 
the  Aluminum  Company  of  America. 

Usually  the  kind  of  writing  for  an  institutional  commercial  is 
on  a  higher  plane  than  other  types  of  commercials.  Since  its  appeal 
is  on  a  more  intellectual  level,  its  writing  tone  is  elevated  accord- 
ingly. 


THE    COMMERCIAL    AS    THE    TESTIMONIAL 

This  is  the  famil- 
iar type  of  commercial  written  for  the  celebrity:  the  motion  picture 
star,  the  sports  hero.  You  see  or  hear  the  movie  queen  telling  every 
woman  that  she  too  can  have  as  lovely  a  complexion  as  a  star  simply 
by  using  the  proper  soap.  Or  the  sports  personality  admits  that  his 
physical  prowess  stems  from  eating  daily  portions  of  an  energizing 
cereal.  The  testimonial  may  be  written  as  a  monologue  or  in  the 
form  of  an  interview. 

How  effective  is  the  testimonial?  Check  the  circulation  of  fan 
magazines.    Evidently,  the  aura  of  the  famous  casts  a  wide  spell. 

However,  testimonials  are  not  entirely  the  province  of  the  star. 
Mrs.  Average  Housewife  and  Mr.  Average  Breadwinner  often  take 
the  spotlight  to  endorse  products  with  whose  efficacy  they  are 
familiar. 


Television    Techniques 

The  foregoing  types  of  commercials  can  be  utilized  for  both 
radio  and  television.    However,   the  advent  of  the  new  medium 
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created  new  techniques.  Three  broad  categories  are  listed  below 
although  it  would  be  possible  to  make  several  subdivisions,  each  of 
which  would  merely  include  minor  variations. 


THE    COMMERCIAL    AS    DEMONSTRATION 

Radio  is  "blind." 
The  copywriter  has  to  use  picture  words  to  bring  an  image  to  the 
listener.  But  in  TV  the  listener  is  also  the  viewer.  You  not  only  tell 
him  about  the  product.  You  can  show  it  to  him.  That  remarkable 
refrigerator  with  its  tremendous  capacity.  The  smart  lines  of  the 
new  car.  The  comfortable  looking  furniture.  The  mouth  watering 
cake.    The  juicy  steak  so  tender  it  slices  at  the  touch  of  a  knife. 

The  copywriter  must  turn  out  practically  full-length  copy  for 
most  of  the  demonstration  commercials.  The  announcer-demon- 
strator underscores  the  visual  as  he  or  she  describes  the  workings  of 
the  refrigerator,  the  stove,  the  TV  set.  In  other  words,  you  still  tell 
the  audience  about  the  product  as  you  show  it. 

Irving  Settel,  well  known  TV  consultant  and  instructor,  in 
enumerating  ten  "common  sense"  methods  of  putting  more  sell  into 
the  TV  commercial  (Sponsor  Magazine,  July  26,  1954),  listed  as 
his  first  principle:  "Demonstrate  wherever  possible."  Demonstra- 
tion, as  he  emphasized,  is  one  of  the  most  effective  television  tech- 
niques. And  one  of  the  most  effective  jobs  of  demonstrating  is  that 
of  Betty  Furness  for  Westinghouse.  Reproduced  below  is  a  typical 
Westinghouse  demonstration  commercial,  prepared  by  McCann- 
Erickson,  Inc. 

VIDEO  AUDIO 

1.  Telop:  "Westinghouse  Stu-  1.  Anncr:  And  now  .  .  .  let's 
dio  One"  pause  for  a  moment  .   .  .  and 

turn  to  Betty  Furness  with  .  .  . 

A   GUESSING    GAME. 

2.  Cu  load  of  wash  in  wash  2.  Betty:  Can  you  guess  how 
basket,  pull  back  to  show  many  pounds  of  wet  wash  a 
Betty  is  holding  it  up.  in  woman  lifts  and  carries  out  to 
sync,  mat  in,  or  super  num-  the  clothesline  each  week?  20 
bers  on  scale  "20  lbs,"  "40  pounds?  No.  40  pounds? 
lbs,"  "60  lbs,"  on  "man,  that's  Wrong  again.    It's  60  pounds! 
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work"  Betty  sets  down  bas- 
ket   WITH    RELIEF. 

3.  She  makes  sweeping  ges- 
ture INDICATING  "FINISHED." 
CUT  TO  DRYER  D-100.  IN  SYNC 
SUPER  "NO  MORE  HAULING  WET 
CLOTHES,"  "NO  MORE  HANGING 
CLOTHES."  IN  SYNC,  BETTY  IN 
MCU  TAKES  CLOTHES  FROM  LAUN- 
DROMAT L-100  NEXT  TO  DRYER, 
SETS  THEM  ON  DRYER'S  DOOR. 
THEN  DROPS  THEM  ONE  BY  ONE 
INTO    DRYER. 


4.  Betty  finishes  loading 
clothes.  shuts  door,  indi- 
cates dry  dial.  on  "you  just," 
cut  to  tcu  dial  as  she  sets  it 
to  dry.  over  tcu  super:  "shuts 
off  automatically"  cut  back 
to  mcu  Betty. 


5.  Betty  moves  to  two  piles 
of  six  towels  each.  dryer 
dried  towels  stack  higher 
and  fuller.  betty  holds  one 
of   dryer-dried  towels   up   to 

HER    FACE. 


6.  Cut  to  cu  wild  dryer  in 
operation.  show  streamers 
of  ribbon  blowing  back  into 
clothes,     super:     "direct    AIR 

FLOW     SYSTEM." 


7.  Cut  back  to  Betty  beside 
dryer.  include  laundromat  in 

SHOT. 


Man,    or    rather,    lady,    that's 
work! 

3.  And  that's  work  that  could  be 
completely  eliminated  .  .  .  fin- 
ished ...  if  you  owned  this 
brand  new  Westinghouse  Elec- 
tric Clothes  Dryer.  Imagine! 
No  more  hauling  wet  clothes. 
No  more  hanging  clothes  out 
on  the  line.  In  any  weather  you 
just  take  the  clothes  out  of  your 
Laundromat  like  this,  set  them 
on  the  Dryer's  handy  loading 
door  .  .  .  and  slip  them  in  easy 
as  you  please. 

4.  Betty:  In  fact,  everything 
about  this  Westinghouse  is  easy. 
For  instance,  unlike  the  control 
on  other  dryers,  this  Westing- 
house automatic  Dry  Dial  ends 
all  guess  work.  You  just  set  the 
Dial  to  "Dry."  The  Control 
automatically  shuts  the  Dryer 
off  when  your  clothes  are  prop- 
erly and  perfectly  dried. 

5.  And  how  this  Westinghouse 
turns  out  clothes!  Just  com- 
pare these  six  towels  that  were 
dried  out  on  a  line  .  .  .  and 
these  six  identical  towels  dried 
in  the  Westinghouse  Clothes 
Dryer.  They're  so  much  fluf- 
fier and  they  feel  so  soft. 

6.  Betty:  The  Westinghouse  does 
such  a  lovely  job  because  it  uses 
the  exclusive  Direct  Air  Flow 
System.  It  blows  the  clean 
warm  air  directly  into  the 
clothes  .  .  .  dries  them  faster, 
uses  less  current  and  saves  you 
money. 

7.  See  this  brand  new  Westing- 
house Electric  Clothes  Dryer 
.  .  .  the  Dryer  with  the  hand- 
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some  picture  window   ...   at 

your  dealer's  now.    Operates  on 

regular  current.   Just  plug  it  in. 

8.   Super  in  sync:  "you  can  be      8.  And  remember  .  .  .  You  can  be 

sure  if  it's  westinghouse."  sure  if  it's  Westinghouse. 


THE    COMMERCIAL    AS    CARTOON 

Obviously,  this 
form  of  commercial  is  entirely  visual.  It  is  comparatively  costly  to 
produce  because  of  the  art  and  film  work  involved.  But  it  can  be 
captivating,  and  may  be  effective  for  sponsor  identification,  as  the 
"SOS"  rabbit.  The  use  of  the  animated  cartoon  commercial  is  a  nat- 
ural for  a  program  like  Disneyland. 

Often  there  is  an  interplay  of  cartoon  and  live  permitting  the 
writer  wide  latitude  for  his  copy.  As  in  the  case  of  jingles,  cartoon 
commercials  are  the  province  of  specialists  and  produced  by  special- 
ized agencies.  Much  as  the  animated  cartoon  is  often  the  favorite 
attraction  for  children  at  the  movies,  so  the  cartoon  commercial  has 
a  particular  appeal  to  youngsters.  And  to  paraphrase  a  current 
slogan:  never  underestimate  the  power  of  a  child. 


THE    COMMERCIAL    AS    A    PRODUCTION 

NUMBER 

Here  again,  full 
advantage  of  the  visual  can  be  taken,  particularly,  the  utilization  of 
choreography  and  costumes.  Lucky  Strike  employed  the  production 
number  technique  dynamically  during  its  sponsorship  of  the  panel 
program:  "This  is  Show  Business."  However,  the  cost  factor  makes 
this  type  of  commercial  prohibitive  for  most  sponsors. 

Although  for  purposes  of  study  we  have  classified  commercials 
as  distinct  types,  many  commercials  do  not  fall  into  one  particular 
category.  They  utilize  various  techniques,  for  example,  cartoon  and 
jingle,  or  are  semi-integrated  —  that  is,  begin  with  definite  program 
integration  and  wind  up  with  a  straight  announcement.    Some  com- 
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mercials  use  humor  and  trick  devices  very  effectively  such  as  those 
prepared  for  Skippy  Peanut  Butter  by  David  Bascom  of  Guild,  Bas- 
com  and  Bonfigli.  Here  is  one  of  the  Skippy  commercials  as  pre- 
sented on  the  "You  Asked  For  It"  program. 


VIDEO 
Open  ms  Hugh  leaning  against  a 
prop   TV   camera   or   spotlight   on 
stand,  in  TV  studio  set. 

On  word  "Because"  Hugh  walks 
into  plain  set  which  holds  table, 
bowl  of  unidentifiable  flaked  break- 
fast food,  and  box  labelled  "Aba- 
lone  Flakes."  dolly  in  to  cu  as 
Hugh  holds  up  a  spoonful  but 
doesn't  take  a  bite. 
After  words  "light  up"  Hugh 
pauses  and  grins  broadly,  as  he 
does  so,  super  quickly  the  word 
"yippee!"  super  out. 
After  word  "wink"  Hugh  winks 
obviously,  pausing  in  his  copy  as 
he  does  so. 

Pop  in  super  word  "wow"  with 
this  action,    super  out. 
Hugh  pauses  and  smacks  his  lips 
after  "smack  their  lips." 
Pop  in  super  "zowie!" 
Super  out. 

Hugh  bounces  up  and  down  after 
"jump  up  and  down." 
Pop  in  super  "yu  2-6040" 
as  hugh  reads  with  exagger- 
ATED ENTHUSIASM   "Wow,  I  could 

eat." 

Pop  in  supers  in  quick  succes- 
sion "try  'em!"  and  "buy  'em!" 

SUPERS  OUT  AT  END  OF  THIS 
LINE. 

Dolly  back  to  ms  as  Hugh  leaves 
Abalone  Flakes  set  and  moves  into 
directly     adjoining     set     depicting 


AUDIO 
Hugh: 

Boy,  the  more  I  talk  to  my  friends 
over  at  the  TV  Announcers'  Club 
the  more  I'm  thankful  that  I  do 
Skippy  commercials. 
Because,  you  know,  with  some 
products,  announcers  really  have 
to  do  a  lot  of  work.  For  instance, 
they  try  a  big  spoonful  of  shredded 
abalone  flakes  and  then  they  light 
up,  wink,  smack  their  lips, 


jump  up  and  down, 
and  say, 


"Wow!    I  could  eat  abalone  flakes 
all  the  time." 


Well,  with  Skippy  the  situation  is 
a  little  different.  We  don't  shout 
and  jump  up  and  down,  because 
actually  Skippy  is  designed  to  pro- 
duce an  inner  glow. 
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On  word  "furthermore"  Hugh 
picks  up  jar  of  Skippy  from  table 
in  other  hand. 


comfortable,  subdued  den.  Big 
leather-type  chair,  side  table  with 
jar  of  Creamy  Skippy  and  plate  of 
crackers.  Hugh  sits  comfortably, 
opens  jar,  and  proceeds  to  spread 
a  cracker,  tcu  this  action,  keep- 
ing jar  in  picture.  You  spread  some  Skippy  Peanut 
Back  to  mcu  as  Hugh  takes  a  bite  Butter  on  a  cracker  and  taste  it. 
after  words  "taste  it."  And  deep  down  in  your  heart  of 

hearts  the  part  of  you  that  likes 
peanuts  says  quietly,  "Boy,  fresh 
roasted  peanut  flavor."  But  all  this 
can  go  on  without  one  wink  or  lip 
smack.  Of  course,  if  you'd  like  to 
sort  of  whoop  it  up  after  trying 
Skippy,  why,  go  ahead.  It's  up  to 
you. 

Furthermore,  we  don't  encourage 
you  to  do  nothing  but  eat  Skippy 
all  the  time.  You  should  take  time 
out  to  go  to  work,  raise  a  family, 
play  cards  — 

Why,    if    you    have    strong    will 
power,    you    can   probably   go    for 
several   hours    before    you    take    a 
second  helping  of  the  fresh  roasted 
fun  that  awaits  you  in  Skippy.  And 
Skippy  will   be   there   waiting   for 
you.    Always  fresh,  spreadable  and 
digestible,    for    no    other    peanut 
butter's  made  like  Skippy. 
On  words  "And  remember"  Hugh      And  remember  —  if  you  like  pea- 
picks   up    cracker   he   has   spread.      nuts,  you'll  like  Skippy. 
After     he     says     slogan,     he     eats 
cracker.    His  face  is  complete  dead- 
pan.     SUPER    SLOGAN. 

After   reciting   slogan,   Hugh 
finishes  off  Skippyed  cracker. 

Other  species  of  commercials  employ  the  "repetitive"  tech- 
nique, repeating  the  same  phrase  three,  four  or  five  times  in  succes- 
sion. Many  students  dislike  this  approach,  terming  it  "annoyance" 
technique.  But  they  readily  admit  its  impact  for  sponsor  identifica- 
tion. 
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Basic    Concepts 

There  are  a  few  additional  notes  the  beginning  copywriter 
ought  to  remember.  As  a  general  rule,  sentences  should  be  short. 
Sentence  structure  should  be  confined  to  one  complete  thought. 
However,  there  may  be  some  variation  in  length  to  avoid  a  com- 
pletely staccato  rendition.  One  or  two  longer  sentences  will  provide 
adequate  pacing. 

Avoid  alliteration.  Undoubtedly,  alliteration  adds  beauty  to 
poetry  and  prose  but  to  the  announcer  it  is  merely  a  reading  hazard. 

And,  finally,  these  three  basic  concepts  may  serve  as  a  guide 
to  the  embryonic  copywriter : 

Simplicity  —  of  words; 

Clarity  —  of  ideas; 

Repetition  —  of  product. 
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The  public 

service 

announcement 


8 


30 
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Prior  to  World 
War  II,  and  during  the  war,  radio  stations  were  flooded  with  an- 
nouncements from  federal  agencies,  from  state  and  local  govern- 
ments and  from  private  welfare  organizations.  These  public  service 
announcements  —  or  announcements  in  the  public  interest,  as  they 
are  now  termed  —  all  had  a  vital  message  to  convey  to  the  nation. 
The  problem  that  beset  the  station  manager  or  program  director  was 
twofold:  which  messages  were  to  take  priority  and  how  many  was 
he  expected  to  schedule?  Unlike  newspaper  or  magazine  space 
which  can  be  added  to,  dependent  on  the  amount  of  commercial 
advertising,  there  is  no  way  of  turning  an  hour  into  sixty-one 
minutes. 

Therefore,  to  coordinate  the  many  essential  campaigns  and  to 
relieve  the  broadcaster  of  a  daily  dilemma,  the  Advertising  Council 
was  established  in  January,  1942.  (For  the  role  of  the  Office  of 
War  Information,  see  the  chapter  on  "Writing  the  Government  Pro- 
gram.")  The  Council,  which  is  still  in  active  existence  today,  estab- 
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lished  a  system  of  priorities  and  time  allocations.  The  blood  cam- 
paign, the  bond  drive,  the  need  for  student  nurses,  and  so  on,  all 
receive  their  due  share  of  time.  The  Polio  drive,  the  Heart  Fund, 
the  Cancer  Association,  the  fight  against  tuberculosis  are  given  as- 
sistance in  their  fund-raising  campaigns. 

Copywriters  at  the  cooperating  advertising  agencies  are  as- 
signed to  write  public  service  announcements.  These  announce- 
ments are  donated  to  the  requesting  organization  or  to  the  govern- 
ment agency  as  is  the  time  for  their  presentation  on  radio  and  TV. 

Formats  for  announcements  in  the  public  interest  may  parallel 
those  of  commercials.  For  obvious  economic  reasons,  however,  pub- 
lic service  messages  usually  employ  the  simplest  format,  the  straight 
type  of  presentation.  Kits  are  prepared  by  the  Advertising  Council 
covering  various  campaigns  in  the  public  interest.  These  kits  in- 
clude background  material  on  the  individual  campaign  and  spot 
announcements. 

Here,  for  example,  is  a  typical  one-minute  radio  public  service 
message  for  the  Ground  Observer  Corps  campaign,  prepared  at  the 
request  of  the  United  States  Air  Force  and  the  Federal  Civil  Defense 
Administration. 

Anncr:  Whenever  we  think  of  the  American  Revolution  we  think  of 
the  citizen-soldier.  It  was  he  who  won  our  independence.  Well, 
citizen-soldiers  of  a  kind  are  needed  today  to  preserve  our  inde- 
pendence. Our  country  urgently  needs  civilian  plane  spotters.  Much 
as  we  hate  to  think  about  it  we  face  the  possibility  of  a  surprise 
enemy  air  attack  —  at  any  time.  Right  now  the  Soviet  Air  Force 
has  more  than  a  thousand  long-range  bombers  capable  of  striking 
any  part  of  the  United  States.  If  we  are  to  survive  an  attack  we 
must  have  warning.  To  be  sure  our  radar  network  is  in  operation 
24  hours  a  day  —  but  radar  has  its  limitations.  We  can't  rely  on 
radar  alone  to  detect  low-flying  aircraft  —  enemy  planes  below 
5,000  feet.  The  Air  Force  calls  it  the  dangerous  mile.  Only 
civilian  plane  spotters  can  guard  this  dangerous  mile  —  provide 
adequate  warning.  The  Air  Force  needs  you  as  a  spotter  in  the 
Ground  Observer  Corps.    Join  now.    Call  Civil  Defense. 

Similar  spots  of  varying  lengths  (30  seconds  and  10  seconds) 
were  included  in  the  Ground  Observer  Corps  kit  sent  to  all  radio 
stations  in  the  United  States.  It  might  be  well  to  study  the  10-sec- 
ond  spot  to  learn  just  how  much  of  a  message  can  be  successfully 
conveyed  within  the  limit  of  approximately  thirty-five  words. 
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Anncr:  Much  as  we  hate  to  think  about  it,  a  surprise  enemy  air  attack 
is  a  possibility.  If  that  attack  ever  comes,  we  must  have  warning. 
Join  the  Ground  Observer  Corps.    Call  Civil  Defense. 

Both  the  commercial  and  the  public  service  announcements 
are  sales  messages  but  their  basic  appeals  differ  widely.  Whereas 
the  commercial  announcement  deals  with  self-interest,  how  this  or 
that  product  benefits  you  or  your  immediate  family,  the  public  serv- 
ice announcement  invokes  your  sympathy  for  your  fellow  man  and 
your  love  of  country:  your  patriotic  and  your  humanitarian  instincts. 

Because  of  its  appeal  to  your  nobler  instincts,  the  public  serv- 
ice announcement  should  be  couched  in  words  of  an  appropriate 
level.  However,  the  public  service  message  can  be  hard-hitting. 
Announcements  for  the  blood  campaign,  for  an  organization  like 
Care,  or  for  the  National  Safety  Council,  may  be  written  with  ef- 
fective emotional  impact,  describing  a  dying  soldier,  or  the  child 
victim  of  malnutrition,  or  a  serious  highway  accident.  The  nature 
of  most  public  service  crusades  is  so  serious  that  trick  devices  for 
radio  or  TV  announcements  generally  should  be  avoided.  Neverthe- 
less, in  some  instances  a  gimmick,  such  as  Smoky  the  bear  in  the 
campaign  for  prevention  of  forest  fires,  can  be  very  effective. 

The  American  National  Red  Cross,  a  semi-governmental  organ- 
ization, carries  on  a  year-round  informational  and  public  relations 
campaign  with  a  concentration  on  fund  raising  during  the  month 
of  March.  Since  its  activities  include  aid  to  disaster  victims,  re- 
sponsibility for  the  blood  banks,  service  to  the  armed  forces,  and 
other  assistance,  it  has  a  multifold  story  to  tell.  For  its  public  serv- 
ice announcements,  it  obtains  the  cooperation  of  stars  of  stage, 
screen,  radio  and  television. 

In  this  illustration  of  a  Red  Cross  TV  announcement,  there  is 
literally  a  complete  picture  of  the  agency's  services  winding  up  with 
a  plea  for  funds.  Visual  effects  have  been  utilized  to  the  utmost 
demonstrating  the  wide  scope  the  public  service  announcement  may 
have  even  in  a  brief  sixty  seconds.  The  body  of  the  copy  becomes 
in  effect  a  series  of  captions  for  the  accompanying  film  clips  but 
integrated  through  the  use  of  one  voice. 

VIDEO  AUDIO 

Open    on    mcu    of    star,     red  Hello.    This   is    (Name   of   Star). 

cross   banner  in  background.  Some  time  this  week  a  Red  Cross 

dolly  in   slowly.  volunteer   will   ring  your   doorbell 
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Cut  to  shot  of  area  destroyed 
by  hurricane 


.  .  .  asking  you  to  join  your  Red 
Cross.  Answer  that  call,  friends, 
for  when  you  do  you'll  be  answer- 
ing the  call  of  thousands  of  people 
in   distress. 

You'll  answer  the  pleas  for  help 
from  those  families  driven  from 
their  homes  by  hurricanes  .  .  . 


Cut  to  shot  of  flooded  street, 
flooded  houses  etc. 


floods 


Cut  to  shot  of  flooded  farm- 
lands 


. . . tornadoes 


Cut  to  reconstruction  scene      Through  your  Red  Cross  you'll  help 

rebuild  battered  homes  .  .  . 


Cut    to    red    cross    canteen 
feeding  disaster  victims 

Cut    to    shot    of    red    cross 
workers  giving  medical  aid 

Cut    to    shot    of    red    cross 
workers   loading  blood  onto 

TRUCKS 


.  you'll  feed  the  hungry  .  . 


.  .  .  you'll  give  help  to  the  sick  and 
injured. 

When  you  answer  that  call  you'll 
provide  the  blood  that's  needed. 


Cut  to  shot  of  child  in  hos- 
pital BEING  GIVEN  TRANSFUSION 


...  to  save  the  life  of  an  ailing 
child  .  .  . 


Cut  to  canteen  in  field  giv- 
ing  OUT    COFFEE    TO    SOLDIERS 


You'll  answer  the  needs  of  our  serv- 
ice men  .  .  .  out  in  the  field  .  .  . 


Cut  to  shot  of  vet  in  hospital 
doing  handicraft  work 

Cut  to  shot  of  birthday  party 
in  hospital 

Cut  back  to  cu  of   (star) 


and  in  V.A.  hospitals.  You'll 
brighten  their  lonely  hours  .  .  . 

.  .  .  bring  them  a  touch  of  home  .  .  . 
help  them  forget  their  troubles. 

That's  what  your  dollars  can  do. 
So  when  your  Red  Cross  volunteer 
rings  your  doorbell  .  .  .  answer  the 
call  .  .  .  give  generously. 
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Pull  back  as  (star)  points  to      And  wear  your  Red  Cross  button 
red  cross  button  on  lapel.  proudly  —  to     remind    others     to 

join,  too. 

Both  the  announcements  for  the  Ground  Observer  Corps  and 
the  Red  Cross,  illustrated  above,  have  a  direct  message:  the  one 
asking  for  recruits,  the  other  appealing  for  funds.  But  Public  Serv- 
ice announcements  may  utilize  an  indirect  approach,  may  deal  with 
values  in  the  abstract:  announcements  to  inspire  religious  faith,  to 
reiterate  the  principles  of  democracy,  and  so  forth. 

The  Advertising  Council's  "Future  of  America"  campaign  is 
designed  "to  reaffirm,  with  facts  and  figures,  America's  dynamic  — 
and  continuing  —  growth."  It  is  geared  to  tell  "the  dynamic  story 
of  America  today  ...  of  sweeping  changes,  tremendous  needs,  vast 
potentials,  all  adding  up  to  greater  opportunities  ahead  for  prac- 
tically every  person  in  America!" 

Here  is  a  typical  radio  announcement  for  the  "Future  of  Amer- 
ica" campaign. 

Sound:    babies  crying:   up   3   seconds  and  under 

Anncr:    (stentorian)  Maternity  Ward,  U.S.A.  .  .  . 

Sound:    out 

Anncr:  (staccato)  More  babies  are  born  in  America  each  month 
than  the  total  population  of  Syracuse,  New  York,  or  Norfolk,  Vir- 
ginia, or  Jacksonville,  Florida! 

Sound:    babies  crying:   up  and  out 

Anncr:  (dramatic)  Four  million  new  Americans  born  last  year! 
America  is  growing  faster  than  ever  .  .  .  changing  more  rapidly 
than  ever!  (staccato)  Americans  are  raising  more  and  larger 
families  .  .  .  living  longer  .  .  .  working  more  .  .  .  earning  more 
.  .  .  saving  more  .  .  .  buying  more!  (dramatic)  With  new  and 
greater  need  than  ever  before  for  more  homes  and  highways  .  .  . 
schools  and  hospitals  .  .  .  factories  and  machinery  .  .  .  and  the 
electric  power  to  service  them.  Need  for  five  hundred  billion 
dollars  worth  of  goods  and  services!  Five  hundred  billion  dollars 
worth  of  opportunity  —  for  you  and  every  American!  See  how  you 
fit  into  this  greater,  growing  America.  Write  now  to  Box  1776, 
Grand  Central  Station,  New  York,  for  your  free  copy  of  —  "The 
Future  of  America."  Learn  the  exciting  facts  and  the  exciting 
promise  of  tomorrow.  Write  to  Box  1776,  Grand  Central  Station, 
New  York  for  —  "The  Future  of  America."    It's  free! 
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It  is  interesting  to  note  that  the  public  service  announcements 
channeled  through  the  Advertising  Council  are  available  for  com- 
mercial sponsorship.  It  is  assumed  that  in  the  event  of  sponsorship, 
the  announcement  would  be  preceded  by  a  statement  such  as: 
"(blank)  Company  brings  you  the  following  message  in  the  public 
interest." 

The  public  service  announcements  we  have  considered  have 
been  national  in  scope,  that  is,  either  prepared  for  use  on  networks 
or  for  distribution  to  stations  throughout  the  United  States.  The 
copywriter  at  the  local  station  will  probably  be  called  upon,  more 
frequently  than  not,  to  turn  out  an  announcement  of  purely  com- 
munity interest:  the  church  affair,  open  house  at  the  public  school, 
the  county  hospital  fund  drive,  the  ladies  auxiliary  charity  affair, 
and  the  like.  It  all  comes  under  the  heading  of  experience  and  no 
matter  how  minor  the  organization,  the  writer  should  not  slough  off 
the  assignment.  Writing  habits,  as  any  work  habits,  pay  off  in  pro- 
portion to  the  sincerity  of  effort. 
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The  talk 
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It  was  1951  and 
General  Dwight  D.  Eisenhower,  then  Chief  of  our  NATO  mission, 
returned  home  to  report  to  the  Congress  and  to  the  people  of  the 
United  States.  After  his  meeting  with  Congress,  he  was  due  to  make 
a  television  talk  to  the  nation.  There  was  a  great  flurry  of  excitement 
at  the  Pentagon.  The  General  was  to  deliver  his  address  from  the 
Pentagon  pictorial  studio.  He  did  not  want  to  be  seated  behind  a 
desk  reading  a  script,  yet  the  remarks  he  was  to  make  were  too  im- 
portant to  permit  of  ad  libbing. 

There  was  no  teleprompter  available  at  the  time  and  after  a 
hurried  conference,  it  was  decided  to  have  the  entire  speech  lettered 
on  sheets  of  bristol  board  by  graphic  artists  working  in  relays.  The 
letters  had  to  be  large  enough  so  that  they  could  easily  be  seen  at  a 
fair  distance  since  the  boards  had  to  be  placed  beneath  the  camera. 
The  Defense  Department  artists  worked  quickly  and  accurately, 
right  up  to  deadline.  Last-minute  changes  in  the  speech  meant 
swift  relettering.  During  the  telecast,  two  men  handled  the  boards, 
removing  them  one  by  one  as  the  General  completed  each  section. 

General  Eisenhower  chose  to  stand.  He  had  no  script  in  his 
hands  and  he  did  such  a  proficient  job  of  reading  from  the  boards 
that  he  gave  the  impression  of  speaking  extemporaneously.    He  re- 
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ceived  overwhelming  praise  for  a  speech  delivered  with  such  ease 
and  such  naturalness. 

Now  this  book  is  not  a  manual  of  production  or  direction,  but 
the  above  incident  was  chosen  to  make  a  point  for  the  speech  writer. 
What  impressed  the  viewers  was  the  conversational  tone  and  the 
simplicity  of  the  talk:  the  ad  lib  feeling.  This  is  what  the  writer 
must  strive  for  whether  he  is  to  deliver  the  address  himself  or 
whether  he  is  that  anonymous  purveyor  of  words,  the  ghost-writer. 


GHOST-WRITING 

Perhaps  because 
the  author  has  engaged  in  some  ghost-writing,  he  may  be  forgiven 
if  he  has  some  kind  thoughts  about  the  man  behind  the  words.  If 
you  enter  the  greatly  expanding  field  of  public  relations  or  if  you 
take  a  position  in  the  information  service  of  the  government,  you 
may  be  called  upon  to  do  your  share  of  ghost-writing.  Generally,  the 
high  official  or  the  top  business  executive  is  invited  to  speak  at  many 
functions.  It  is  part  of  his  job,  but  since  he  can  seldom  find  the 
time  to  prepare  all  those  speeches  himself,  he  hires  a  writer  or  even 
a  staff  of  writers.  A  competent  ghost-writer,  even  though  he  cannot 
lay  any  public  claim  to  authorship,  does  take  pride  in  his  output. 
He  learns  the  speech  idiosyncrasies  of  the  man  he  is  working  for  and 
he  patterns  his  talks  accordingly.  Sometimes  that  pride  of  author- 
ship suffers  a  severe  blow  when  the  official  takes  it  upon  himself  to 
do  a  complete  job  of  rewriting! 


HOLDING    ATTENTION 

The  talk  cannot 
compete  with  the  purely  entertainment  features  of  broadcasting. 
Only  during  convention  days  or  the  final  swing  of  a  presidential  cam- 
paign, nation-wide,  or,  perhaps  a  very  stirring  mayoralty  campaign, 
locally,  can  the  talk  begin  to  hold  an  audience  comparable  in  num- 
bers to  a  top  entertainment  feature.  Addresses  by  the  President  of 
the  United  States  on  important  issues  are  generally  given  time  by  all 
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networks  and  naturally  the  audience  rating  is  high.  But  for  lesser 
officials,  representatives  of  institutions  or  business  organizations,  or 
lecturers,  the  audience  potential  is  unfortunately  not  very  high. 

It  is  incumbent  then  upon  the  talk  writer  to  prepare  his  state- 
ments in  such  a  manner  as  to  win  immediate  attention.  If  he  has 
something  worth-while  to  say,  he  wants  to  say  it  to  as  large  an  audi- 
ence as  possible.  There  is  no  reason  why  he  cannot  employ  some  of 
the  devices  that  have  proven  successful  for  other  forms  of  broad- 
casting. Let  his  opening  paragraph  —  indeed,  his  very  opening  sen- 
tence —  be  an  attention-getter.  He  has  not  written  a  talk  merely  to 
fill  a  time  gap  in  the  network  or  local  station  schedule.  If  his  open- 
ing is  flat,  or,  if  he  takes  too  much  time  getting  to  the  meat  of  his 
subject,  he  will  have  alienated  much  of  the  audience  which  may  be 
tuned  to  the  station. 

The  auditorium  speaker  has  a  captive  audience  which  may  or 
may  not  have  paid  to  hear  him  talk.  At  least  the  members  of  his 
audience  have  taken  the  trouble  to  leave  their  homes  to  hear  him. 
The  broadcast  speaker,  on  the  other  hand,  must  try  to  captivate  his 
audience.  He  has  an  advantage  on  television  over  radio  because  he 
may  be  able  to  use  stills  or  film  clips  to  illustrate  his  talk.  The  radio 
speaker  has  only  his  voice.  But  they  both  have  one  element  in 
common :  the  words  they  have  written. 

Those  words  should  sound  conversational.  Always  bear  in 
mind  that  your  audience  is  an  individual.  You  are  not  talking  to  a 
crowd  gathered  in  an  auditorium.  You  are  talking  to  Mr.  Jones,  the 
man  in  the  easy  chair.  He  may  be  alone,  smoking  his  pipe.  Avoid 
any  sort  of  bombast.  Imagine  yourself  walking  into  that  living  room 
and  haranguing  Mr.  Jones  in  a  stentorian  voice.  You  would  hardly 
blame  Mr.  Jones  if  he  jumped  to  his  feet  and  asked  you  to  pipe  down 
or  get  out.  Yes,  pipe  down.   It  is  the  art  of  talking  to  you  not  at  you. 

The  National  Association  of  Radio  and  Television  Broadcasters 
issued  a  pamphlet,  "Is  Your  Hat  in  the  Ring?"  (Revised  edition, 
January  1956).  It  offers  some  excellent  pointers  to  political  orators, 
pointers  of  value  to  any  radio  or  television  speaker.  The  section  on 
"How  to  Write  the  Radio  Talk"  has  a  brief,  pithy  summation :  "Pick 
your  purpose.  Use  short  sentences.  Use  simple  words.  Use  "pic- 
ture" words.  Develop  your  points  interestingly.  Write  as  you  feel 
.  .  .  write  conversationally  ...  be  sincere." 

Both  radio  and  television  require  immediate  comprehension. 
Unless  someone  owned  a  tape  recorder  and  took  a  speech  off  the  air 
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for  playback,  there  is  no  way  a  speaker  can  be  halted  in  mid-sentence 
and  asked  to  please  repeat  that  phrase.  If  your  sentences  are  too 
long  and  have  too  many  qualifying  phrases,  they  will  be  difficult  to 
follow.  Once  your  audience  loses  track  of  what  you  are  trying  to  say, 
they  also  lose  interest  and  you  lose  your  audience.  But  let  us  not 
make  the  mistake  of  thinking  that  simplicity  means  catering  to  the 
mythical  "twelve-year-old  mind."  We  have  already  noted  that  it  is 
possible  to  be  highly  literate  and  yet  maintain  simplicity. 


TIMING 

Another  point  the 
talk  writer  must  consider  is  the  matter  of  timing.  Since  time  is  of 
the  essence  in  broadcasting,  it  is  absolutely  essential  to  conform  to 
the  time  allotted.  Read  your  talk  aloud  and  time  yourself.  If  you 
are  ghost-writing,  be  sure  to  determine  the  speaker's  rate.  If  he  is  a 
slow  speaker  you  are  naturally  going  to  use  fewer  words.  Don't 
guess.  If  you  overwrite,  your  speech  will  be  hurried  with  all  the 
attendant  dangers  of  fluffing  on  the  part  of  the  speaker  and  lack  of 
understanding  on  the  part  of  the  audience. 


THE    ART    OF    THE    TALK 

Some  of  our  read- 
ers, we  hope,  will  be  able  to  recall  the  late  Alexander  Woollcott  who 
did  make  an  art  of  the  radio  talk.  In  soft,  conversational  tones  he 
could  tell  you  about  a  book  he  had  read  and  turn  it  into  a  best  seller 
overnight.  Or  he  could  hold  you  spellbound  as  he  related  a  story 
with  a  supernatural  theme  and  as  you  listened  your  hair  would  stand 
on  end  and  the  goose  pimples  would  play  leap  frog  down  your  spine. 
He  needed  no  sound  effects,  no  music,  no  mechanical  devices,  only 
his  voice  and  the  power  of  the  words  he  had  written. 

There  are  others  today  who  make  an  art  of  the  broadcast  talk, 
men  like  Bishop  Sheen,  and  Gilbert  Highet.  Both  of  them  are  fully 
aware  of  the  requirements  of  the  broadcast  media:  the  one  for  tele- 
vision, the  other  for  radio.  Their  talks  are  highly  literate  and  yet 
maintain  that  simplicity  so  essential  for  broadcasting. 
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The  talks  of  the  Most  Reverend  Fulton  J.  Sheen  and  Gilbert 
Highet  are  published  in  collections  which  are  noted  in  the  bibliog- 
raphy. We  recommend  them  to  the  reader.  However,  we  are  in- 
cluding, in  this  chapter,  a  few  excerpts  from  their  talks  to  illustrate 
style  and  approach. 


A    RADIO    TALK 

Here  is  the  open- 
ing paragraph  from  "The  Outsider,"  a  talk  included  in  the  volume, 
A  Clerk  at  Oxenford,  by  Gilbert  Highet.  Mr.  Highet's  talks  are 
heard  over  many  radio  stations  throughout  the  country  and  we  hope 
that  your  local  radio  station  is  one  of  them. 

He  had  no  real  home.  He  had  not  many  friends.  He  did  not  even 
like  or  trust  himself  very  much.  His  best  friend  was  humanity;  he 
liked  the  people. 

This  opening  is  calculated  to  hold  attention.  Our  curiosity  is 
piqued.  We  want  to  know  who  the  subject  is.  The  sentences  in  this 
opening  paragraph  are  simple,  short  and  effective.  The  second  para- 
graph brings  us  the  answer.  It  also  brings  us  a  change  of  pace 
through  the  lengthening  of  some  of  the  sentences. 

Most  of  us  know  his  name  —  at  least  the  name  under  which  he 
published  his  books.  He  called  himself  "George  Orwell."  That  sounds 
rather  maladjusted,  because  his  real  name  was  much  stronger.  It  was 
Eric  Blair,  which  somehow  suited  his  long,  thin,  strong,  bony  face; 
while  "George  Orwell"  sounds  like  one  of  those  dainty  young  men  with 
wavy  hair  and  brocade  waistcoats  whom  one  met  in  Bloomsbury  during 
the  1930's.  Still,  let  us  call  him  George  Orwell,  for  that  is  the  name 
he  chose. 

Then  follows  a  very  perceptive  study  of  the  famous  author  of 
that  powerful  novel  1984.  In  this  one  brief  quarter-hour  talk  we  get 
to  know  George  Orwell  the  man  and  George  Orwell,  the  writer.  Gil- 
bert Highet's  sensitive,  penetrating  prose  brings  us  a  shuddering  but 
unforgettable  picture  of  young  Orwell's  anguished  days  at  school. 
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Long  afterward,  long,  long  afterward,  Orwell  remembered  being  so 
hungry  that  he  tiptoed  downstairs  to  steal  stale  bread  from  the  pantry 
at  two  in  the  morning;  and  he  recalled  the  filthy  metal  bowls  out  of 
which  the  boys  ate  porridge,  the  rims  flaked  and  scabbed  by  leavings 
from  yesterday  and  the  day  before  and  the  day  before  that.  .  .  . 

In  two  pithy  paragraphs  near  the  close  of  the  talk,  Highet  gives 
us  his  estimation  of  Orwell's  writings. 

Returning  to  Britain,  Orwell  settled  down  to  become  a  professional 
writer.  He  had  many  enemies.  The  Stalin  clique  and  their  allies  did 
their  best  to  wreck  his  work;  still  he  wrote  so  well  that  he  got  into  print 
oftener  than  they  would  have  liked.  His  masterpiece  is  a  story  already 
famous:  a  description  of  the  grim,  state-worshipping,  police-ridden, 
torture-dominated  socialist  future,  without  permanent  truths  or  per- 
manent values,  when  the  dictatorship  of  one  class  has  become  the 
dictatorship  of  one  gang,  the  new  Dark  Ages,  called  "1984."  It  is  a 
splendid  book,  worthy  to  be  classed  with  Voltaire's  "Candide"  and 
Swift's  "Gulliver." 

In  the  remainder  of  his  work,  what  will  last  is  his  extremely  sharp 
social  and  literary  criticisms.  His  writing  is  delightfully  clear  and  con- 
vincing, without  rhetoric  or  evasiveness.  Oh  heavens,  how  hard  it  is  to 
acquire  a  good  clear  style,  as  honest  as  decent  stitching  in  a  shoe,  as 
clean  as  a  well-laundered  shirt,  as  economical  as  an  efficient  surgical 
operation,  as  tireless  as  a  fine  machine,  as  graceful  as  a  fast  runner! 
It  is  particularly  hard  when  one  writes  about  politics,  for  then  one 
tends  to  become  shrill  and  excitable,  or  else  to  fall  into  cliches  about 
democratic  values  and  class  conflicts  and  the  heritage  of  history  and 
the  mission  of  the  people  and  so  forth,  stereotypes  which  usually  con- 
ceal an  absence  of  thought.  Also  when  a  man  is  lonely,  as  Orwell  was, 
it  is  hard  for  him  not  to  be  savagely  bitter,  to  strike  back  at  personal 
enemies,  to  put  in  poisoned  parentheses,  to  produce  a  negative  effect. 
But  Orwell  did  manage  to  maintain  his  balance,  to  keep  thinking,  to 
continue  his  kindness  to  most  of  his  fellow  men,  to  hammer  out  and 
to  polish  into  brilliance  a  sharp,  honest  style. 

If  Gilbert  Highet  will  allow,  we  think  you  will  find  in  his  own 
radio  talks  "a  sharp,  honest  style."  It  is  prose  you  can  enjoy  listen- 
ing to,  and  surely  profit  from. 
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A    TELEVISION    TALK 

Now,  suppose  we 
consider  the  television  talk  as  exemplified  by  the  Most  Reverend 
Fulton  J.  Sheen  in  his  series  called  "Life  is  Worth  Living."  Bishop 
Sheen  uses  no  notes  and  his  sole  working  props  are  a  blackboard  and 
some  chalk. 

As  John  Crosby  has  noted  in  a  review  of  the  program,  "Bishop 
Sheen  is  truly  a  remarkable  man  at  taking  a  subject  and  building  it 
like  a  three  act  play  from  climax  to  climax." 

These  talks  have  been  recorded  and  issued  in  several  volumes. 
We  have  chosen  a  few  excerpts  from  one  of  them,  entitled  "For  Bet- 
ter or  Worse."  Bishop  Sheen's  talks  are  religious,  educational,  in- 
formative and  inspiring.  It  is  evident  that  he  takes  no  stock  in  the 
myth  of  the  "twelve-year-old  mind." 

This  is  the  opening  of  "For  Better  or  Worse." 

I  wonder  why  Cupid  is  always  presented  as  so  young?  Is  it  because 
love  never  grows  up,  or  because  its  ideal  is  always  to  be  young  and 
fresh?  Why  does  he  have  an  arrow?  Maybe  it  is  because  love  is  some- 
thing that  wounds  and  implies  sacrifice  for  others.  In  any  case,  in  this 
telecast,  we  shall  discuss,  first  some  tensions  that  are  common  to  all 
marriages,  and  then  some  problems  that  are  peculiar  to  certain  mar- 
riages. 

There  are  three  tensions  in  married  love.  By  tensions,  we  mean 
emotions  which  pull  in  opposite  directions,  like  a  tug  of  war.  There 
is  nothing  wrong  about  them.  They  are  common,  in  a  certain  sense 
not  only  to  the  love  of  a  husband  and  wife,  but  to  human  existence 
and  even  to  the  love  of  souls  for  God. 

The  very  opening  sentence  of  Bishop  Sheen's  talk  poses  a  ques- 
tion which  most  of  us  probably  never  considered.  And  so  we  sit  up 
and  watch,  our  curiosity  is  aroused,  and  our  attention  is  caught.  It 
is  held  when  we  learn  almost  immediately  that  this  talk  will  concern 
itself  with  the  tensions  of  marriage.  For  this  is  of  interest  to  us  all, 
married  or  not. 

Bishop  Sheen  classifies  the  common  tensions  and  then  analyzes 
them: 

The  tension  of  unity  and  separateness;  the  tension  of  the  personal 
and  the  social;  the  tension  of  longing  and  satiety. 
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If  you  have  watched  any  of  Bishop  Sheen's  talks,  you  will 
have  found  that  they  are  always  interspersed  with  humor,  whether 
purely  anecdotal  or  illustrative.  Humor  is  a  priceless  ingredient 
which,  if  the  writer  of  talks  is  adept  enough  to  include,  will  insure  a 
warm  response.  Here  Bishop  Sheen  injects  a  note  of  humor  as  an 
illustration  of  the  third  tension,  "longing  and  satiety." 

This  tension  may  be  likened  to  the  boy  who  asked  his  mother  for  a 
third  dish  of  ice  cream;  the  mother,  on  discovering  he  couldn't  eat  it, 
said,  "See,  too  much  ice  cream."    He  said,  "No,  not  enough  boy." 

We  are  not  wrong  in  wanting  perfect  love.  But  it  so  happens  that 
our  souls  and  our  hearts  are  not  big  enough;  thus  there  is  this  pull  be- 
tween the  two.  Jimmy  Durante  put  this  thought  into  a  song.  I  shall  be 
one  man  who  will  not  attempt  to  imitate  the  inimitable.  I  will  merely 
tell  you  what  Jimmy  does.  Remember,  Jimmy  starts  to  go  out  the  door; 
he  takes  off  his  hat,  puts  it  back  on  again;  takes  off  his  coat,  and  puts  it 
back  on  again.  Then  he  says,  "Did  you  ever  get  the  feeling  that  you 
wanted  to  go?  And  still  you  got  the  feeling  that  you  wanted  to  stay?" 
That  is  the  way  it  is  with  the  human  heart. 

Now  this  is  conversational  writing.  Actually,  of  course,  it  is 
Bishop  Sheen  speaking  extempore.  Fortunately,  these  talks,  as  we 
have  stated,  have  been  recorded.  A  writer  studying  them  will  learn 
the  meaning  of  natural  phrasing. 

Another  aspect  of  the  talk  is  illustrated  in  the  following  ex- 
cerpt from  "For  Better  or  Worse."  It  is  the  necessity  to  make  the 
abstract  idea  clear  by  specific  illustration. 

Now  we  come  to  difficulties  peculiar  to  some  marriages.  For  exam- 
ple, there  is  a  marriage  in  which  the  husband  may  be  an  alcoholic  or 
the  wife  a  spendthrift,  or  the  husband  unfaithful  or  the  wife  always 
nagging,  or  he  is  a  "beast"  or  she  is  "impossible." 

What  is  going  to  be  done  in  a  case  like  that?  Stick  it  out!  Remain 
faithful!  Why?  Suppose  the  husband  instead  of  being  an  alcoholic 
had  pneumonia.  Would  the  wife  nurse  him  and  care  for  him?  If  he 
is  a  sinner,  he  has  moral  pneumonia  and  is  spiritually  sick;  why  aban- 
don him?  A  mother  has  a  child  with  polio;  does  she  give  up  the  child? 
St.  Paul  tells  us  that  "the  believing  wife  sanctifieth  the  unbelieving 
husband;  the  believing  husband  sanctifieth  the  unbelieving  wife." 
There  can  be  a  transfusion  of  power  from  one  to  the  other.  Some- 
times the  condition  of  making  the  other  better  is  perseverance  and  love. 

A  young  German  girl,  at  the  close  of  the  last  World  War,  who  was 
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very  learned  and  had  read  Homer  at  seventeen,  was  courted  by  one  of 
our  American  GIs  in  Berlin.  She  married  him,  and  they  came  to  this 
country,  where  she  discovered  that  he  wanted  only  to  read  Western 
stories,  while  frequenting  saloons  and  refused  to  work.  While  sup- 
porting both  of  them,  she  wrote  to  me,  saying,  "I  was  thinking  of 
divorce,  but  I  know  that  if  I  divorce  him,  I  am  contributing  to  the  ruin 
of  civilization.  It  does  not  mean  very  much  if  I  pull  my  own  individ- 
ual finger  out  of  that  dam;  just  a  little  water  will  come  through.  But 
if  every  woman  in  the  world  in  a  similar  situation  does  the  same,  then 
the  flood  tides  will  sweep  the  world.  So  I  am  going  to  stick  it  out;  but 
I  cannot  do  so  without  faith,  and  you  must  help  me  to  get  it."  We 
gave  her  instructions,  and  God  gave  her  the  gift  of  faith.  The  hus- 
band is  now  an  officer  in  the  Army,  a  different  kind  of  man,  and  both 
are  raising  a  fine  family. 

Bishop  Sheen's  talks,  since  they  are  in  essence,  spiritual,  always 
end  on  a  spiritual  note,  as  does  this  one : 

But  to  love  another  for  God's  sake,  we  must  really  believe  in  God. 
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When  radio  was 
in  its  ascendancy,  the  rule,  generally,  was  to  avoid  the  ad  lib.  Secu- 
rity, particularly  in  the  matter  of  interviews,  was  favored  over  spon- 
taneity. The  written  interview  assured  accuracy  in  timing  and 
avoided  any  embarrassing  or  inept  statements.  The  goal  to  be  at- 
tained, however,  was  simulated  spontaneity,  the  impression  of  speak- 
ing extempore. 

With  the  advent  of  television,  interviews  on  the  visual  medium 
have  become  almost  entirely  extemporaneous.  The  spectacle  of  the 
participants  reading  from  prepared  scripts  would  appear  dull  and 
static.  In  most  instances,  the  interviewer  discusses  the  questions 
or  issues  with  the  interviewee  a  short  time  before  the  actual  telecast. 
A  few  guiding  notes  to  assist  the  interview  may  be  noted  on  a  large 
sheet  hung  on  the  base  of  a  camera.  This  makes  it  easy  for  the  par- 
ticipants to  see  the  notes  while  looking  directly  at  the  camera;  the 
notes,  of  course,  are  invisible  to  the  audience.  Another  device  is  to 
have  a  few  cards  hidden  from  the  audience  by  convenient  props. 


"PERSON    TO    PERSON" 

Most  interviews 
on  television  employ  a  simple  set,  and  utilize  only  one  or  two  cam- 
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eras  for  local  presentations  and  perhaps  three  for  network  origina- 
tions. But  it  was  Edward  R.  Murrow  who  turned  the  interview  into 
a  full-scale  production.  Under  his  guidance  and  that  of  his  capable 
associates,  the  television  interview  was  no  longer  simply  a  radio  in- 
terview transplanted  before  a  camera.  "Person  to  Person"  takes  com- 
plete advantage  of  the  visual  medium.  True,  it  means  a  great  deal 
of  work  and  expense  to  set  up  the  multitude  of  equipment  necessary 
to  effect  the  proper  pickups.  But  it  also  takes  imagination.  And  it 
attracts  sponsors. 

"Person  to  Person"  presents  interviews  with  interesting  people 
in  their  homes  and  immediately  there  are  many  visible  advantages. 
For  one,  the  interviewee  is  bound  to  be  more  at  ease  in  his  own  home 
than  in  a  television  studio.  He  will  therefore  express  himself  more 
freely,  more  informally,  more  conversationally.  He  is  speaking  from 
the  warmth  of  his  home  to  the  welcome  of  yours.  Secondly,  the  curi- 
osity of  the  audience  is  satisfied  in  getting  a  first-hand  view  of  where 
and  how  the  celebrity  lives.  Thirdly,  because  of  its  wide  choice  of 
people  in  all  walks  of  life,  it  aptly  illustrates  the  fundamental  prin- 
ciples of  telecasting  as  promulgated  in  the  preamble  of  the  Television 
Code,  the  first  paragraph  of  which  reads  as  follows: 

Television  is  seen  and  heard  in  every  type  of  American  home.  These 
homes  include  children  and  adults  of  all  ages,  embrace  all  races  and  all 
varieties  of  religious  faith,  and  reach  those  of  every  educational  back- 
ground. It  is  the  responsibility  of  television  to  bear  constantly  in  mind 
that  the  audience  is  primarily  a  home  audience,  and  consequently  that 
television's  relationship  to  the  viewers  is  that  between  guest  and  host. 


THE    WRITERS    FUNCTION 

But  if  interviews 
have  become  almost  entirely  ad  lib,  what  then  is  the  writer's  func- 
tion? 

There  are  some  instances  where  accuracy  of  statement  is  a 
prime  requisite  and  the  interviewee,  particularly  for  a  radio  broad- 
cast, prefers  to  have  a  script.  This  is  often  true  when  the  interview 
takes  place  with  a  high  government  official  whose  statements  may  be 
quoted  in  the  newspapers.    It  is  true  also  when  leaders  of  the  com- 

NON-DRAMATIC     CONTINUITY  J  Q£ 


munity  are  asked  to  participate  in  a  fund-raising  campaign  such  as 
the  cancer  crusade.  The  community  leader  may  be  willing  to  give 
his  time  and  lend  his  name  but  he  may  not  be  familiar  with  all  the 
details  of  the  campaign.  In  such  instances,  a  script  is  prepared  for 
him.  The  National  Institute  of  Health  at  one  time  asked  the  author 
to  have  one  of  his  classes  write  a  series  of  interviews  for  nation-wide 
distribution  on  the  subject  of  cancer.  The  Institute  furnished  the  re- 
search material.  This  proved  an  excellent  exercise  in  many  ways: 
it  taught  the  student  how  to  extract  the  essential  facts  from  a  pleth- 
ora of  data;  how  to  simplify  them  for  mass  understanding;  how,  most 
important  of  all,  to  write  an  attention-holding  interview. 

Many  stations  schedule  a  daily  series  of  interviews.  Each  may 
be  an  entity  in  itself  or  part  of  the  daily  women's  program,  farm  pro- 
gram, or  news  program.  Most  of  them  will  be  ad  lib  but  there  will 
be  several  occasions,  as  we  mentioned  previously,  where  a  written 
script  may  be  necessary.  The  writer  may  be  the  producer  of  the 
program,  or  a  member  of  the  continuity  staff.  If  a  government  offi- 
cial or  a  top  business  executive  is  to  be  interviewed,  his  basic  script 
may  be  prepared  by  his  public  relations  aide. 


AN    INTERVIEW    IS    A    CONVERSATION 

The  fundamental 
task  of  the  writer  then  is  to  make  the  script  sound  as  if  it  were  not 
there!   To  do  this,  he  must  remember  one  key  word:  conversational. 

This  author  has  had  occasion  to  rewrite  or  edit  dozens  of  inter- 
views whose  main  fault  was  that  they  were  not  conversational.  The 
interviews  were  written  in  stilted  phraseology,  in  long  prosy  sen- 
tences. On  the  air,  it  would  be  obvious  that  the  interview  was  being 
read. 

The  writer  should  read  the  interview  aloud  and  ask  himself:  is 
this  the  way  the  interviewee  speaks?  Does  this  interview  sound  like 
a  conversation  or  a  lecture? 

Remember,  also,  that  it  takes  two  people  to  make  a  conversa- 
tion. Many  interviews  are  merely  monologues  interspersed  by  a  few 
obviously  leading  questions.  Granted  that  the  interviewee  is  the  one 
upon  whom  attention  should  be  focused,  nevertheless  there  is  a  loss 
of  interest  if  the  interviewer  is  written  in  only  as  a  monosyllabic  foil. 
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We  must  assume  that  the  interviewee  has  something  to  say  in 
which  the  public  is  interested,  otherwise  there  would  be  no  point  in 
scheduling  him.  But  if  the  interviewer  is  not  an  integral  part  of  the 
interview  then  why  not  present  the  program  as  a  talk? 

Conversation,  the  writer  should  remember,  is  a  continuous 
flow,  yet  not  an  uninterrupted  one.  An  English  composition  may  re- 
quire that  each  sentence  be  complete  but  a  written  broadcast  inter- 
view should  simulate  spontaneity  and  the  truth  of  the  matter  is  that 
we  do  not  always  speak  in  complete  sentences.  This  is  not  to  be  con- 
strued as  an  invitation  to  write  ungrammatically.  It  is  rather  an  en- 
treaty to  write  realistically. 


CLICHES 

Another  common 
failing  of  many  interviews  is  the  use  of  cliches.  How  often  have  you 
heard  interviews  close  in  this  manner:  "We  are  sure  our  audience 
has  enjoyed  this  interview  today  as  much  as  we  have."  Actually,  this 
is  a  completely  unnecessary  assumption  on  the  part  of  the  inter- 
viewer. If  the  audience  stayed  with  the  interview  to  the  end,  un- 
doubtedly they  were  interested.  The  ones  who  didn't  enjoy  it  wouldn't 
be  there  to  hear  the  closing  statement! 

Prevalent  also  are  the  ubiquitous  members  of  the  mutual  ad- 
miration society.  They  seem  to  appear  on  so  many  interviews  on  so 
many  different  stations.    They  are  readily  recognizable: 

Interviewer:    It's  so  wonderful  to  have  you  on  our  program. 

Interviewee:    It's  so  wonderful  to  be  here. 

Interviewer  :  Everybody  knows  what  a  busy  and  important  person  you 
are  and  I'm  ever  so  grateful  that  you  could  spare  a  few  minutes  to 
be  with  us  today. 

Interviewee:  I've  heard  so  much  about  your  program  I'm  really  flat- 
tered to  be  invited. 

Are  there  then  to  be  no  amenities?  Of  course,  there  should  be 
demonstrated  cordiality  and  politeness  which  may  be  the  essence  of 
simplicity.  A  warm  "Thank  you  for  being  with  us"  is  sufficient  for 
a  closing  phrase. 
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CAPTURING    ATTENTION 

A  well-prepared  in- 
terview should  attempt  to  capture  immediate  attention.  This  can  be 
done  in  the  introduction  by  posing  the  core  of  the  problem  to  be  dis- 
cussed: e.g.,  if  the  interviewee  is  a  child  psychiatrist: 

Interviewer:  Just  what  is  a  problem  child?  Is  your  child's  unruly 
conduct  natural  for  his  age  or  is  he  actually  a  problem?  We  know 
that  this  is  a  question  which  must  have  occurred  to  almost  every 

parent.   We  are  pleased  to  have  with  us  today  Dr.  ,  the  noted 

child  psychiatrist,   author  of  ,   to  discuss   the   so-called 

problem  child. 


WHO    AND    WHY 

The  above  intro- 
duction also  serves  to  illustrate  two  essentials  for  beginning  an  inter- 
view: the  "Who"  and  the  "Why."  Tell  who  the  interviewee  is  and 
give  enough  of  his  background  to  demonstrate  his  authority.  Ex- 
plain briefly  why  he  is  being  interviewed.  The  order  of  the  AVho 
and  the  Why  will  depend  on  the  personality  being  interviewed.  If  the 
interviewee  is  a  celebrated  movie  star,  the  magic  of  his  or  her  name 
will  be  enough  to  hold  the  audience.  The  teen-age  audience  needs 
only  to  hear  the  mention  of  the  reigning  popular  singing  star  to  stay 
glued  for  the  interview. 

However,  for  most  interviews,  some  pertinent  background 
about  the  interviewee  is  essential.  Remember,  however,  to  be  brief. 
Choose  only  the  most  important  highlights.  Your  audience  wants  to 
hear  your  guest,  not  hear  about  him. 

Your  closing  should  recapitulate  a  briefer  version  of  your  intro- 
duction : 

Interviewer:    Thank  you,  Dr. Today  we  discussed  the  prob- 
lem child  with  the  noted  child  psychiatrist,  Dr.  ,  author  of 

Tomorrow,   on   our   (interview    series)    we   will 

bring  you We  hope  you'll  join  us. 
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FUNCTIONS    OF    THE    INTERVIEWER 

In  many  instances, 
preparing  a  series  of  interview  programs  is.  to  borrow  a  phrase,  a 
triple-threat  job.  The  interviewer  is  also  writer  and  producer.  He 
will  arrange  for  the  guests  to  appear  on  the  program.  He  will  meet 
with  the  guest  to  discuss  the  ground  to  be  covered.  Ideally,  the  guest 
will  ad  lib  his  portion  of  the  interview.  In  such  case,  the  inter- 
viewer may  confine  himself  to  preparing  a  series  of  questions  which 
should  perform  the  following  functions: 

(a)  Give   the   audience   some   insight  into   the  guest's  back- 
ground. 

(b)  Develop  in  some  rational  order  the  material  to  be  dis- 
cussed. 

(c)  Allow  for  proper  transitions. 

(d)  Permit  specific  answers. 

(e)  Take  into  account  the  time  allotted  for  the  interview. 
Whether  or  not  the  interview  is  completely  extemporaneous, 

the  interviewer  will  do  well  to  have  in  mind  a  sequence  of  questions. 
This  will  avoid  the  danger  of  rambling  and  the  consequent  feeling 
on  the  part  of  the  audience  that  the  interview  "just  didn't  get  any- 
where." The  interview,  like  any  well-constructed  program,  should 
have  a  beginning,  a  middle  and  an  end.  It  is  always  good  technique 
to  recapitulate  at  the  close  the  points  brought  out  during  the  body 
of  the  interview.  No  one  will  expect  an  interview  to  compete  with 
an  Alfred  Hitchcock  production,  but  a  series  of  climaxes  can  be 
planned  by  carefully  prepared  questions. 


THE    WARMUP 

If  you  have  ever 
attended  a  radio  or  television  program  as  a  member  of  the  studio 
audience,  you  are  probably  familiar  with  what  is  known  in  the  broad- 
cast idiom  as  the  "warmup."  In  the  few  minutes  preceding  the  ac- 
tual broadcast,  the  master  of  ceremonies  or  the  announcer  or  some- 
times the  featured  performer  will  regale  the  audience  with  a  few  bits 
of  humor  or  there  will  be  some  good  humored  banter  between  the 
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m.c.  and  one  of  the  performers.   This  is  calculated,  literally,  to  warm 
up  the  audience,  to  make  them  more  receptive  to  the  program. 

It  is  a  technique  which  the  interviewer  may  adapt  to  good  ad- 
vantage. He  can  do  this  by  having  a  few  "human  interest"  questions 
at  the  start  of  the  interview.  These  questions  may  deal  with  the 
personal  life  of  the  interviewee.  They  may  show,  in  the  case  of  a 
celebrity,  that  he  is  the  father  of  two  children  and  that  he  and  his 
wife  have  faced  the  same  sort  of  problems  that  any  other  parents 
have  encountered.  In  the  case  of  interviewees  who  may  be  some- 
what mike  shy,  the  few  simple,  personal  questions  will  serve  double 
duty:  they  will  not  only  help  in  getting  a  sympathetic  response  from 
the  audience;  they  will  also  aid  in  putting  the  guest  at  ease.  Yes,  in 
this  author's  experience,  even  movie  stars  have  had  attacks  of  mike 
fright. 
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On  the  face  of  it, 
writing  musical  continuity  appears  to  be  a  simple  task.  The  writer 
merely  has  to  say:  "Our  next  number  is  .  .  ."  and  give  the  title  and 
composer.  After  all,  the  music's  the  thing  to  catch  the  ear.  But  if 
the  writer  is  content  with  repetitious,  uninteresting  copy,  he  is  not 
only  taking  the  easiest  way,  he  is  in  danger  of  falling  into  a  pattern 
of  laziness,  of  doing  the  least  that  is  expected  of  him  rather  than  the 
best.  This  is  detrimental  to  the  discipline  so  essential  to  the  writer. 
The  very  simplicity  of  most  musical  continuity  is  a  challenge  to  him. 
Can  he  introduce  the  same  selection  in  a  half  dozen  different  ways 
in  the  space  of  two  or  three  short  sentences?  Simplicity,  yes,  but  it 
is  not  simple  to  do.  However,  in  avoiding  the  trite,  he  will  sharpen 
his  facility  with  words,  which,  after  all,  is  the  essence  of  his  craft. 
The  repetitious  should  be  left  to  the  commercial  which  is  where  it 
belongs. 

Except  for  those  musical  programs,  such  as  operas  and  sym- 
phonies, that  may  require  commentary,  brevity  must  characterize 
the  usual  musical  introduction.  Otherwise,  you  cut  into  the  time 
allotment  for  the  music.    It  must  be  understood  that  what  we  are 
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discussing  here  is  the  purely  musical  program.  There  is  a  great 
deal  of  music  on  the  air  as  portions  of  variety  programs,  background 
music,  etc.  In  many  instances,  particularly  in  radio,  there  is  a  trend 
toward  the  uninterrupted  musical  program.  It  is  not,  however,  an 
overpowering  trend.  One  commercial  radio  station  which  attempted 
the  ideal  of  long  stretches  of  music  with  very  brief  copy  and  very 
limited  commercials  soon  found  itself  in  the  red.  Even  the  so-called 
"good  music"  stations  generally  have  to  effect  some  sort  of  compro- 
mise as  to  length  of  music  and  frequency  of  commercials.  Only  the 
very  few  municipally  operated  non-commercial  stations  or  educa- 
tional stations  can  permit  themselves  the  luxury  of  truly  uninter- 
rupted music. 

There  appears  to  be  a  tendency  today  on  the  part  of  more  and 
more  network-affiliated  radio  stations  to  concentrate  on  the  local 
scene.  This  has  always  been  the  province,  of  course,  of  the  inde- 
pendent station.  Network  stations  did  more  or  less  local  program- 
ming, depending  on  whether  they  were  owned  and  operated  by  the 
network  and  how  much  local  business  they  could  garner.  With  the 
competition  of  television,  the  pendulum  has  swung  drastically  to- 
ward the  local  scene.  Radio,  which  always  had  a  good  percentage  of 
all-musical  programs,  now  has  increased  that  percentage  to  a  point 
where  it  is  the  mainstay  of  most  local  stations.  That  situation  has 
been  made  possible  by  the  perfection  and  availability  of  recordings. 

In  the  early  days  of  broadcasting,  recordings  were  frowned 
upon  and  often  looked  upon  as  a  last  resort  to  be  utilized  by  the  poor 
country  cousins.  But  high  fidelity  acetates  and  tapes  and  the  organ- 
ization of  transcription  companies  to  provide  complete  musical  li- 
braries has  afforded  even  the  smallest  station  with  the  best  and  latest 
in  music.  Where  the  local  station  could  not  possibly  have  available 
to  it  any  talent  comparable  to  the  lavish  live  network  presentations, 
it  can  now  compete,  musically,  via  recordings.  In  the  popular  vein, 
Teresa  Brewer  and  Perry  Como  are  as  much  available  to  the  250- 
watter  as  they  are  to  any  network  program.  For  the  classics,  high 
fidelity  recordings  of  the  great  symphony  orchestras  can  be  heard 
through  the  facilities  of  any  station  which  wishes  to  schedule  them. 

These  recordings  were  not  always  so  readily  available  because 
of  early  protests  by  the  musicians  and  the  recording  companies. 
They  feared  that  if  their  recordings  were  played  on  the  air  and  were 
listened  to,  free,  by  a  vast  audience,  nobody  would  buy  any  records. 
Why  pay  for  something  that  you  can  get  for  nothing?    It  took  the 
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efforts  of  pioneering  disc  jockeys  to  prove  to  the  performers  and  the 
recording  companies  that  their  reasoning  was  fallacious.  Sales  of 
recordings  played  on  the  disc  jockey  programs  doubled  and  trebled. 
The  situation  is  now  completely  reversed.  Singers  and  instrumen- 
talists go  out  of  their  way  to  appear  on  top-rated  disc  jockey  pro- 
grams and  song  pluggers  are  constantly  after  the  "platter  spinners" 
to  feature  the  newest  outpourings  of  tin  pan  alley. 

Another  difficulty  had  to  be  ironed  out  before  the  music  road 
became  a  smooth,  melodious  highway  for  the  broadcasters.  This 
was  the  all  important  matter  of  performance  rights.  As  early  as 
1914,  the  American  Society  of  Composers,  Authors  and  Publishers 
(ASCAP)  was  formed  to  protect  the  rights  of  their  members  and  to 
see  that  the  proper  royalties  accrued  to  them.  In  order  to  avoid  a 
monopolistic  situation,  a  rival  organization  was  formed  in  1939, 
Broadcast  Music,  Inc.  (BMI).  All  broadcast  stations  are  now  li- 
censed by  these  two  major  music-licensing  organizations.  In  return 
for  permission  to  play  any  selection  in  the  vast  music  catalogues  of 
ASCAP  and  BMI,  the  stations  generally  pay  a  percentage  of  their 
gross  income  to  the  licensing  organizations. 

Today,  the  disc  jockey  holds  sway  in  remote  hamlets  and  in 
teeming  metropolitan  centers.  He  is  the  phenomenon  of  the  current 
radio  scene.  He  has  a  widespread  audience  and  is  often  the  darling 
of  the  teen-age  set  which,  with  adolescent  enthusiasm,  forms  fan 
clubs  in  his  honor.  In  many  of  our  large  cities,  his  earnings  are 
slightly  short  of  fabulous.  He  has  few,  if  any,  counterparts  on  tele- 
vision. And  he  is  a  voluble  exponent  of  the  ad  lib.  This  means  that 
at  those  radio  stations  which  devote  the  major  portion  of  their  time 
to  disc  jockeys,  there  is  little  opportunity  to  write  musical  continuity. 
The  ad  lib  has  the  advantage  of  spontaneity,  as  we  have  so  often 
stressed,  but  the  neophyte  disc  jockey  and  even  his  more  experienced 
colleague,  often  permit  this  spontaneity  to  carry  them  away.  The 
result  is  an  overbalance  of  verbiage. 

There  has  been  some  attempt  at  a  return  to  "live"  radio  network 
music  programs  such  as  NBC's  "Bandstand"  and  "The  Woolworth 
Hour."  The  "Voice  of  Firestone,"  one  of  radio's  oldest  continuous 
musical  programs,  is  now  presented  as  a  simulcast,  which  means 
that  it  is  seen  on  television  at  the  same  time  as  it  is  heard  on  radio. 
Network  radio  has  been  in  such  a  constant  state  of  flux  since  the 
tentacles  of  television  gripped  the  nation,  that  it  is  impossible,  at 
this  writing,  to  predict  what  form  its  programming  structure  will 
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take  from  year  to  year.  But  music  must  be  a  basic  ingredient  of  the 
radio  station  or  network  schedule  if  the  competition  of  television 
is  to  be  met.  The  purely  musical  program  is  rare  on  television.  And 
even  when  it  is  scheduled,  such  as  "The  Hit  Parade,"  it  is  full  of 
visual  gimmicks,  which  is,  perhaps,  as  it  should  be.  But  it  is  not 
music  to  listen  to  with  your  eyes  closed,  or  music  to  read  by,  or  music 
to  lighten  such  daily,  obnoxious  chores  as  washing  the  dishes.  So 
here  is  a  mighty  stronghold  of  radio  that  can  still  withstand  the 
penetrating  onslaughts  of  TV. 

Let  us  not  forget,  also,  that  radio  has  played  and  is  still  playing 
a  large  part  in  advancing  the  musical  culture  of  the  nation.  Vast 
sums  have  been  expended  by  the  networks  in  bringing  the  major 
symphonies  and  the  great  operas  to  the  public.  Millions  of  listeners, 
through  radio,  were  given  their  only  opportunity  to  listen  to  the 
incomparable  conducting  of  Toscanini  at  the  moment  he  was  on  the 
podium,  or  "Traviata"  or  "La  Boheme"  directly  from  the  stage  of 
New  York's  Metropolitan  Opera.  The  commentaries  of  a  Deems 
Taylor  during  the  intermission  period  of  a  symphony  concert,  or  the 
stories  of  the  operas  as  narrated  by  Milton  Cross  added  much  to  the 
musical  knowledge  of  the  radio  audience. 


TYPES    OF    PROGRAMS 

We  may  classify 
musical  programs,  both  radio  and  television,  in  two  broad  categories: 
the  Integrated  and  the  Diverse. 

In  the  first  category  are  programs  built  around  a  definite 
theme:  e.g.,  a  famous  composer;  a  patriotic  occasion;  a  musical 
travelogue;  a  particular  period;  a  sustained  mood;  a  Gilbert  and 
Sullivan  program. 

Integrated 

One  of  the  weekly 
"Woolworth  Hour"  programs  took  its  cue  from  the  political  conven- 
tions and  its  integrated  theme  was  "the  best  in  music  from  many 
other  such  historic  occasions."  The  script  reproduced  below  is  the 
first  half  of  the  hour  musical  program  sans  the  commercials. 

MUSICAL     CONTINUITY  JJJ 


Cue:    (THIS  IS  THE  CBS  RADIO  NETWORK) 

( 30  seconds ) 

Music:    fanfare. 

Brand:  The  Woolworth  Hour  .  .  .  presenting  "The  Best  in 
Music"  .  .  .  and  coming  to  you  live  from  New  York  City! 

Music:  sweeps  into  theme  —  orchestra  and  chorus,  under 
for: 

Brand:  The  more  than  two  thousand  Woolworth  stores  throughout  the 
United  States  and  Canada  .  .  .  Cuba  and  Mexico  .  .  .  and  the  firms 
that  supply  F.  W.  Woolworth  Company  with  high  quality  merchan- 
dise in  tremendous  variety  —  present:  The  Woolworth  Hour  — 
starring  our  guest  conductor  —  David  Rose  with  The  Wool- 
worth  Orchestra  and  Chorus  .  .  .  today's  special  guests:  Ted 
Lewis  .  .  .  Kay  Armen  and  Jack  Russell  —  and,  your  host  — 
the   well-known   stage    and   screen   star  —  Donald   Woods! 

Music:    up  and  out. 

Woods  :  Thank  you  very  much,  Jack  Brand  .  .  .  and  thanks  to  all  of  you 
for  joining  us  for  the  sixty-third  consecutive  broadcast  of  The 
Woolworth  Hour  .  .  .  coming  to  you  live  from  New  York  City. 
There's  history  in  the  making  this  month  in  Chicago  and  San 
Francisco  when  our  two  major  political  parties  meet  to  nominate 
their  candidates  for  the  coming  Presidential  elections  in  November. 

Music:  in  the  bg  —  snare  drum  beat  in  tempo  of  "Winter- 
green  for  President."  Gradually  increases  in  volume 
under  Woods. 

Woods:  This  Sunday,  on  The  Woolworth  Hour,  we  salute  the  Dem- 
ocratic and  Republican  National  Conventions  as  we  turn  back  the 
pages  of  the  years  to  find  the  best  in  music  from  many  other 
such  historic  occasions.  David  Rose  and  The  Woolworth 
Orchestra  and  Chorus  lead  the  way  with  the  familiar  "Winter- 
green  for  President"  march  from  George  and  Ira  Gershwin's 
brilliant  musical  satire  .  .  .  "Of  Thee  I  Sing." 

Music:  "Wintergreen  for  President"  —  Orchestra  and 
Chorus. 

Music:  direct  segue  from  "Wintergreen  for  President"  to 
"Memories"  under  narration  for: 

Woods:  Just  in  the  month  of  August,  itself,  you'll  find  a  long  list  of 
important  anniversaries  including  the  first  United  States  census 
which  was  held  in  August  of  1790  and  showed  a  population  of 
3,939,214  in  sixteen  states  and  the  Ohio  Territory  ...  or,  in 
August  of  1907  —  the  first  taxicab  appeared  right  here  in  New 
York  City  .  .  .  But,  suppose  we  go  musically  reminiscing  with  two 
of  our  exciting  guest  stars  .  .  .  the  dynamic  Kay  Armen  .  .  .  and, 
one  of  the  nation's  favorite  baritones  —  Jack  Russell  ...  as  they 
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join  David  Rose  and  The  Woolworth  Orchestra  ...  in  per- 
son —  to  sing  of  many  more  highlights  from  the  years  gone  by.  .  .  . 

Music:    "Dearie":    Kay   Armen,   Jack   Russell  and   Orchestra. 

Music:    playoff  of  "Dearie"  —  under  for: 

Woods  :  The  Sousa  band  .  .  .  feathered  hats  and  celluloid  collars  .  .  . 
Yes,  we're  going  back  to  the  1890's  the  era  of  the  gay  nineties  with 
Jack  Russell  .  .  .  David  Rose  and  The  Woolworth  Orches- 
tra .  .  .  and  one  of  the  great  heart-rending  ballads  of  the  day  .  .  . 
Jack  Russell  —  in  person  —  sings  .  .  .  "She's  Only  a  Bird 
in  A  Gilded  Cage." 

Music:    She's  Only  a  Bird  in  a  Gilded  Cage:  Russell  and  Ork. 

Music:  in  full  with  "Memories"  —  under  with  real  corny 
piano  predominating  for: 

Woods  :  If  you've  ever  spent  a  rainy  Sunday  foraging  through  the  family 
attic,  you've  undoubtedly  discovered  many  a  memento  from  the 
wonderful  days  of  the  "Gay  Nineties"  .  .  .  perhaps  it  was  a  theatre 
program  announcing  the  arrival  of  the  great  Sarah  Bernhardt  .  .  . 
an  old  beaded  evening  bag  or  a  player  piano  roll. 
Our  guest  conductor  —  David  Rose  —  sets  such  memories  to 
music  for  us  this  Sunday,  on  The  Woolworth  Hour,  with  his 
own  special  arrangement  of  one  of  the  most  familiar  and  famous 
songs  of  the  "Gay  Nineties"  era  .  .  .  with  The  Woolworth 
Orchestra  —  David  Rose  plays  his  own  colorful  variations  on 
"The  Bowery." 

Music:   The  Bowery:  David  Rose  and  Orchestra 

Music:  transitional  bridge  based  on  "Remember"  .  .  .  under 
for: 

Woods  :  We've  passed  the  turn  of  the  century,  now,  on  our  special  "Do 
You  Remember?"  Woolworth  program  .  .  .  the  year  is  1912 
.  .  .  the  year  in  which  New  Mexico  and  Arizona  added  two  more 
stars  to  the  national  flag  and  one  of  the  songs  being  sung  from 
vaudeville  stages  ...  in  tent  shows  ...  in  homes  everywhere  was 
the  song  which  the  talented  singing  star  and  recording  artist  — 
Kay  Armen  —  adds  next  to  our  list  of  memory  music.  With 
David  Rose  and  The  Woolworth  Orchestra  —  Kay  Armen 
—  in  person  —  sings  .  .  .  "Waiting  for  the  Robert  E.  Lee." 

Music:    Waiting  for  the  Robert  E.  Lee:  Armen  and  Orchestra 

Music:  segue  to  introduction  for  "A  Kiss  in  the  Dark"  .  .  . 
under  for: 

Woods:  Do  you  remember  the  opening  night  of  a  Victor  Herbert  oper- 
etta on  Broadway?  In  1922  —  with  a  cast  headed  by  Queenie 
Smith,  Edith  Day,  Jack  Whiting  and  Hal  Skelly  .  .  .  Mr.  Herbert's 
big  success  was  "Orange  Blossoms"  .   .   .  Jack  Russell  joins 
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Kay  Armen  —  in  person  —  as  they  sing  the  beautiful  duet  from 
the  score  called  ...  "A  Kiss  in  the  Dark." 

Music:   A  Kiss  in  the  Dark:  Armen,  Russell  and  Orchestra 

Music:   bridge  based  on  "Memories"  —  under  for: 

Woods  :  Pianist  .  .  .  composer  .  .  .  orchestra  leader  —  a  well-known 
personality  along  Tin  Pan  Alley  named  Ted  Fio  Rito  contributed 
many  happy  songs  during  the  twenties  and  helped  to  make  those 
musical  years  the  era  of  the  Roaring  Twenties. 

Our  special  guest  conductor  —  David  Rose  —  has  created  a  won- 
derful medley  of  some  of  Ted  Fio  Rito's  most  familiar  songs  to 
bring  back  memories  of  the  days  when  the  cloche  hat  was  in  fashion 
.  .  .  when  the  Tin-Lizzy  jogged  noisily  along  many  a  hometown 
street  .  .  .  when  the  Charleston  and  the  Bunny  Hug  were  the 
popular  dances  and  a  raccoon  coat  the  symbol  of  the  smart  young 
collegian.  To  all  those  and  many  other  mementos  of  that  carefree, 
fabulous  era  —  David  Rose  with  The  Woolworth  Orchestra 
adds  the  songs  of  Ted  Fio  Rito  .  .  .  "Toot  Toot  Tootsie  Good- 
bye" ...  "I  Never  Knew"  .  .  .  "Sometime"  .  .  .  "King  for  a 
Day"  and  "Charlie,  My  Boy!" 

Music:   Ted  Fio  Rito  Medley:   Rose  and  Orchestra. 

Music:    theme  —  under  for: 

Brand:  This  is  your  Woolworth  Hour  .  .  .  coming  to  you  live  from 
New  York  City.  After  a  brief  pause  for  station  identification,  we'll 
be  back  with  more  of  the  "best  in  music"  .  .  .  more  information 
on  the  best  buys  on  the  counters  of  your  local  Woolworth  store. 
You'll  hear  more  from  your  host  —  Donald  Woods  —  and,  our 
exciting  guests,  who  are  with  us,  this  Sunday  —  in  person:  Ted 
Lewis  .  .  .  Kay  Armen  .  .  .  Jack  Russell  —  together  with  our 
special  guest  conductor  —  David  Rose,  The  Woolworth  Or- 
chestra and  Chorus. 

CBS 

Anncr:    this  is  the  cbs  RADIO  network 

Music:    program  theme  behind  for: 


Diverse 

The  second  cate- 
gory, the  Diverse,  presents  a  heterogeneous  program:  e.g.,  a  group 
of  popular  songs,  a  variety  of  semi-classical  music,  a  potpourri  of  old 
and  new  songs. 

We  have  remarked  that  there  is  a  dearth  of  musical  programs 
per  se  on  television  but  there  is  one  program  which  is  making  up  for 
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that  lack:  the  Lawrence  Welk  Show.  This  is  a  program  which  pre- 
sents music,  not  gimmicks  —  melodic,  listenable,  popular  music 
which  has  won  an  enviable  rating.  The  musical  selections  are  many 
and  diverse  and  the  simplicity  of  the  continuity  is  in  keeping  with 
the  program  style.  As  Mr.  John  Gaunt,  vice  president  of  Grant  Ad- 
vertising, Inc.,  and  writer  of  the  program,  explained:  "  —  the  ex- 
treme simplicity  of  the  musical  introductory  remarks  is  a  reflection 
of  the  unpretentious,  homey  style  of  our  star.  ...  It  is  slanted  to 
suit  the  specialized  talents  of  a  man  who  has  proven  himself  able 
to  reach  the  American  public  in  a  very  special  way." 

Here  are  some  excerpts  from  a  typical  Lawrence  Welk  Show. 


Dodge  Division 
Lawrence  Welk  Show 

standard  opening  billboard 
Film  —  bubbles 

EFFECT 

Lawrence  Welk 
Title  appears 
center  picture 


MUSIC:  MUSICAL  RIFF  UP  TO  SUSPENDED  CHORD 

Anncr:  Direct  .  .  .  from  Hollywood  —  the  Cham- 
pagne Music  of  Lawrence  Welk! 


Bubbles  swirl, 
one  bubble 
swells  to  cen- 
ter, wipes  away 
name,  with  car 
in  center  of  it. 


MUSIC:     SEGUE    TO    SECOND    RIFF    INTO    HIGHER 
CHORD    SUSPENDED 


Bubble  breaks 
revealing  car 


Music:  suddenly  out 

Sound:  pop!  (on  film  track) 


Car  in  clear, 
bubbles  around 

IT 


Anncr:  Dodge  —  the  car  that  says  "let's  go!" 
.  .  .  presents  —  the  music  that  says  "let's 
dance!"   (pause) 

Music:   Welk  theme  start  and  under 


Anncr:  .  .  .  Champagne  Music  with  best  wishes 
from  the  friendly  Dodge  Dealer  in  your  com- 
munity .  .  .  the  man  who  sells  and  serv- 
ices the  beautiful  new  Dodge  —  Value 
Leader  of  the  Forward  Look  —  (pause) 
And  here  is  your  host  —  Lawrence  Welk! 
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Diss  to  ls   full 
stage  —  Law- 
rence, ORCHESTRA 
AND    ENTERTAIN- 
ERS 

Boom   in   to   med. 
shot  Lawrence 
as  he  speaks 

#1  —  Moonlight 
Bay 


#2  —  The  Way- 
ward Wind 


#3  —  Rain  Rain 
Polka 


#4  —  Faith  Un- 
locks the  Door 


#5  —  Plink, 
Plank,  Plunk 


#6  —  Third    Man 
Theme 


#7  —  Hot  Dig- 

GITY 


LIVE    AUDIENCE    APPLAUSE 


Welk:    BEGIN    SHOW 

Good  evening,  my  good  friends  from  coast 
to  coast.  Let's  start  this  Spring  evening  off 
with  a  trip  on  .  .  .  "Moonlight  Bay." 

Instrumental 

Tempo:    med. 

Now  the  lovely  little  Champagne  Lady  pre- 
sents a  beautiful  new  song,  descriptive  of 
the  .  .   .  "Wayward  Wind." 

Vocal:    Alice  Lon 

Very  beautiful,  Alice.  Now  Myron  Floren  is 
in  a  Springtime  mood  and  his  solo  is  a  re- 
minder that  the  season  can  bring  .  .  .  "Rain, 
Rain." 

Instrumental 

Thank  you,  Myron.  A  very  beautiful  thought 
is  expressed  in  a  new  song  sung  by  Jim 
Roberts  .   .   .  "Faith  Unlocks  the  Door." 

Vocal:    Jim  Roberts 

Tempo:    med. 

Thank  you,  Jim  Roberts.  Now  let's  all  dance 
again,  folks,  to  a  real  cute  tune  by  LeRoy 
Anderson  featuring  our  violin  section  .  .  . 
"Plink,  Plank,  Plunk." 

Instrumental 

Thank  you  and  now  here's  Buddy  Merrill, 
ladies  and  gentlemen,  with  a  tune  well  de- 
signed to  show  his  fine  technique  .  .  .  "The 
Third  Man  Theme." 

Instrumental 

Tempo:    med. 

Thank  you,  Buddy.  A  wonderful  thing 
about  young  fellows  is  their  enthusiasm. 
Now  here's  young  Larry  Dean,  who  has 
something   to   be   enthusiastic   about. 

Vocal:    Larry  Dean 

Tempo:    med.   fast  waltz 

Thank  you,  Larry,  you  were  really  carried 
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away.  Ladies  and  Gentlemen,  our  distin- 
guished violinist,  Dick  Kesner,  tonight  is 
celebrating  his  15  th  happy  wedding  anniver- 
sary. In  honor  or'  the  occasion,  Dick  will 
play  .  .  .  "The  Anniversary  Waltz." 

#8  —  Anniver-  Violin   solo 

sary  Waltz  Tempo:    med.   slow  waltz 


STYLE 

The  writer  should 
adapt  his  style  to  the  type  of  music.  What  this  actually  means  is  that 
he  is  tailoring  his  script  to  the  level  of'  the  audience.  A  classical 
music  program  attracts  a  smaller  but  more  erudite  audience.  The 
writing  therefore  should  have  an  intellectual  appeal.  This  does  not 
imply  any  cold  formality  because  as,  in  any  other  broadcast  program, 
the  audience  is  in  an  informal,  relaxed  attitude.  The  continuity  will 
vary  also  depending  on  whether  the  program  is  live  or  recorded.  A 
broadcast  from  New  York's  Lewisohn  stadium  or  the  Hollywood 
Bowl  permits  additions  of  "color,"  that  is,  descriptions  of  the  sur- 
roundings, the  crowd  in  attendance,  the  arrival  of  the  conductor  or 
the  soloist  on  the  stage,  even  a  mention  of  the  weather.  Word  pic- 
tures are  essential  in  radio.  When  the  camera  is  present,  the  home 
audience  can  see  for  itself. 

Nevertheless,  in  television,  or  radio,  program  notes  are  helpful. 
The  object  is  to  make  those  notes  as  interesting  as  possible.  There  are 
many  people  who  enjoy  the  classics  yet  whose  knowledge  of  composers' 
lives  or  the  background  of  a  particular  composition  is  limited.  These 
notes  then  can  be  the  "human  interest"  element  in  the  copy.  Refer- 
ences to  musical  theory  may  also  be  incorporated  as  long  as  the 
writer  does  not  become  too  technical.  Above  all,  he  must  be  accurate. 
Again,  the  writer-researcher  comes  to  the  fore.  Any  misstatement  is 
bound  to  bring  at  least  one  complaint,  if  not  a  great  many,  from  the 
listening  audience. 

As  an  illustration  of  audience  reaction,  this  author  can  well 
remember  one  occasion  on  which  he  wrote  and  announced  the  copy 
for  a  live  symphonic  broadcast.  An  unfortunate  slip  of  the  tongue 
resulted  in   a   slight  mispronunciation   of  a  composer's  name.     It 
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seemed  that  the  error  might  be  lost  in  the  copy  that  followed.  But 
the  next  day  there  were  a  half  dozen  post  cards  calling  attention  to 
the  fault,  one  of  them  a  very  irate  protest  from  a  listener  that  his 
favorite  composer's  name  was  mispronounced!  The  point  is  your 
copy  is  listened  to  and  you  cannot  afford  any  mistakes,  no  matter 
how  slight. 

If,  under  circumstances  beyond  your  control,  you  are  called 
upon  to  write  the  continuity  for  a  "rock  'n  roll"  program,  you  will 
be  well  advised  to  learn  the  proper  phraseology.  Fortunately,  most 
of  such  programs  are  in  the  hands  of  ad-libbing  disc  jockeys.  But, 
as  we  may  have  mentioned  previously,  the  appellation  of  jack-of-all- 
trades  is  in  no  way  derogatory  to  the  writer.  Modern  jazz  has 
devised  its  own  idiom  and  the  writer  must  be  aware  of  it.  He  may 
be  a  scholar  versed  in  semantics,  but  theory  will  avail  him  little 
against  the  dictionary-defying  terminology  of  the  jazz  cults. 

THE    MOOD    PROGRAM 

Music,  as  we 
know,  is  most  effective  in  establishing  moods,  and  often  musical 
programs  are  produced  to  create  a  sustained  feeling:  romance, 
gaiety,  humor,  reflection,  reverence.  As  the  writer  must  adapt  his 
style  to  the  level  of  his  audience,  so  must  he  attune  his  words  to  the 
mood  of  the  program. 

A  program  of  musical  humor  or  sparkling  gaiety  will  call  for 
short  sentences,  light  in  flavor.  The  writing  must  match  the  buoy- 
ancy of  the  music. 

A  program  of  religious  music  should  have  the  writer  searching 
for  the  orotund  phrase  to  equal  the  dignity  of  the  oratorio  or  the 
hymn  of  piety. 

Music  of  sentiment,  of  romance  will  call  for  flowing  phrases, 
for  full-vowelled  words  that  the  announcer  or  narrator  may  read 
softly,  poetically.  The  sentences  will  be  longer  than  for  ordinary 
copy  in  order  to  avoid  the  staccato.  Here  the  writer  can  use  imagery 
to  the  fullest.  Yet,  he  must  still  be  brief  to  permit  the  maximum  of 
music.  Production-wise,  he  should  make  his  continuity  an  integral 
part  of  the  program,  by  having  all  of  it  read  with  musical  back- 
ground, preferably  to  the  opening  strains  of  each  selection.  This  will 
insure  an  uninterrupted  flow  of  words  and  music,  of  beauty  in  the 
musical  and  the  verbal  phrasing. 
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The  news  program 


12 


3D 
3E 


With  hundreds  of 
radio  stations  inclining  towards  a  news  and  music  format  and  with 
television  stations  presenting  news  programs  several  times  during  the 
broadcast  day,  a  great  many  opportunities  are  open  to  the  writer 
with  a  background  in  journalism.  Since  many  radio  stations  and  an 
increasing  number  of  television  stations  employ  local  newsmen  who 
not  only  gather  news  of  the  area  but  are  also  newscasters,  it  is  an 
asset  to  have  a  good  voice  and  an  interesting  delivery.  This  does  not 
mean  that  the  newscaster  must  be  gifted  with  a  deep  resonant  voice 
with  which  to  emit  mellifluous,  pear-shaped  vowels.  Mere  resonance 
has  long  since  been  supplanted  by  intelligence  and  personality.  The 
tenor  is  as  welcome  as  the  baritone. 

However,  a  very  high-pitched  voice  can  be  a  handicap.  It  is 
one  of  the  primary  reasons  why  there  are  so  few  women  newscasters. 
For  any  long  stretches  of  monologue,  a  low-pitched  voice  is  easier 
on  the  ear.  Listen  with  an  appraising  ear  to  Edward  R.  Murrow  or 
John  Daly.  It  will  be  immediately  apparent  that  a  well-modulated 
voice  and  an  easy  command  of  the  language  generally  will  make  for 
more  attentive  listening  than  harsh,  grating  tones.  However,  as  in 
every  other  phase  of  broadcasting,  there  are  always  exceptions  to 
every  rule,  to  every  formula.  The  reader  is  probably  aware  of  some 
glaring  exceptions  in  this  instance. 

123 


Some  years  ago,  when  news  programs  were  beginning  to  appear 
with  more  and  more  frequency  on  the  airwaves,  this  author  was 
asked  to  engage  in  a  survey  whose  object  was  to  determine  what 
effect  news  broadcasts  were  having  on  the  circulation  of  newspapers. 
The  survey  took  place  in  New  York  City  and  editors  of  all  the  dailies 
were  interviewed.  There  were  some  interesting  opinions  and  caustic 
comments,  freely  given.  A  brief  summary  of  these  comments  may  be 
of  value  to  the  news  writer. 

There  were  many  points  on  which  the  editors  agreed:  News- 
casting  had  done  away  with  the  "extra."  It  was  impossible  for  news- 
papers to  compete  with  the  broadcasters  in  the  time  required  to  reach 
the  public.  You  can  "stop  the  press"  for  a  hot  story,  but  it  still  has 
to  be  printed  and  delivered  to  newsstands  and  homes.  If  the  news 
flash  is  of  great  urgency,  the  broadcaster  can  break  in  on  any  pro- 
gram to  relay  the  news  immediately. 

Yet  the  consensus  was  that  news  broadcasting  increased  news- 
paper circulation.  Why?  The  limited  time  allotted  to  news  pro- 
grams, five  to  fifteen  minutes,  permits  only  of  capsule  reporting.  The 
listener's  or  viewer's  curiosity  is  whetted  to  the  point  where  he  often 
turns  to  the  newspaper  for  a  fuller  account. 

Much  of  the  criticism  from  editors  revolved  about  the  observa- 
tion that,  unlike  the  newspaper,  newscasts  had  no  front  page,  that 
each  item  appeared  to  have  equal  weight.  One  editor  remarked  that 
it  was  possible  for  a  newscaster  to  color  the  news  by  inflection.  If  the 
newscaster  were  to  read  an  item  with  evident  irony,  he  could  con- 
ceivably cast  doubt  on  that  particular  story. 

There  was  a  time,  and  possibly  there  may  still  be  some  instances 
extant,  when  several  newspapers  refused  to  print  radio  logs  on  the 
ground  that  radio  stations  were  competitors  for  the  advertising  dol- 
lar. If  the  radio  station  did  want  its  log  printed,  these  newspapers 
argued,  it  should  pay  for  the  service.  However,  the  old  adage  which 
states  so  emphatically,  "If  you  can't  beat  'em,  join  em,"  has  evidently 
been  embraced  by  a  host  of  newspapers,  which  now  own  and  operate 
radio  and  television  stations.  It  might  be  added,  as  a  footnote,  that 
one  of  the  editors  who  was  most  critical  about  newscasts,  now  finds 
his  newspaper  owning  a  radio  station  which  presents  news  every 
hour  on  the  hour! 

Witness  the  number  of  newspapers  today  which  issue  weekly 
television  schedules  with  their  Sunday  editions.  These  supplements 
are  presented  as  weekly  magazines  or  tabloids,   replete  with  news 
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about   television   programs   and   people,    and   with   advertisements. 
They  are  also  a  decided  asset  to  the  newspaper's  circulation. 


WIRE    SERVICE 

The  vast  press  as- 
sociations, Associated  Press,  United  Press  and  International  News 
Service,  had  many  conflicts  with  the  broadcasting  industry  during 
the  early  years  of  radio.  The  associations  looked  upon  radio's  attempt 
to  enter  the  news  field  as  an  intrusion  and  refused,  at  first,  to  lease 
their  news  wires  to  radio  stations.  This  led  to  the  networks  establish- 
ing their  own  news  services,  a  step  which  engendered  a  great  deal  of 
soul  searching  on  the  part  of  the  press  associations.  Finally,  the 
associations  decided  it  was  the  better  part  of  wisdom  to  have  radio 
stations  as  customers  rather  than  competitors.  They,  therefore, 
established  a  radio  news  service  and  offered  it  to  the  broadcasters  on 
a  fee  basis.  The  news  copy  for  broadcasters  is  written  by  a  special 
staff  of  newswriters  and  tailored  for  the  air,  as  opposed  to  the  printed 
page.  Most  radio  and  television  stations  subscribe  now  to  one  or 
more  of  these  services. 

For  the  small  radio  station,  the  wire  service  is  a  boon.  All  an 
announcer  has  to  do  is  to  tear  enough  items  off  the  news  ticker  to 
meet  the  time  requirements  and  he  has  a  ready  made  newscast. 

The  press  associations  have  also  taken  television  in  their  stride 
and  now  provide  film  scripts,  which  can  be  used  as  inserts  for  tele- 
casts. These  are  brief  sound  on  film  (SOF)  pickups  of  news  of 
national  import,  which  might  not  otherwise  be  available  to  the 
station. 

However,  as  the  broadcasting  industry  grew  rapidly  to  ma- 
turity, it  also  became  conscious  of  its  power  as  a  news-disseminating 
medium.  The  networks  organized  large  news  staffs  with  editors, 
writers,  reporters,  commentators,  analysts.  The  larger  stations  de- 
veloped comparable  local  staffs.  Today,  the  trend,  even  for  the 
smaller  stations,  is  to  have  a  local  newsman  on  the  staff  who  is 
reporter,  writer,  newscaster,  all  in  one.  In  addition,  many  stations 
use  "stringers"  to  phone  in  special  stories. 
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THE    PROBLEM    OF    ACCESS 

The  broadcast  re- 
porter, however,  found  that  in  many  instances,  and  unlike  his 
colleagues  on  the  newspaper  staff,  he  was  persona  non  grata.  He 
was  not  permitted  to  bring  his  recorder,  remote  equipment  or  his 
camera  to  many  public  hearings.  In  Washington,  he  could  not  gain 
admission  to  press  conferences  granted  by  cabinet  officers.  If  the 
broadcast  reporter  felt  personally  aggrieved,  he  soon  realized  that 
there  was  no  animosity  towards  him  as  an  individual,  but  rather  to 
the  tools  of  his  trade.  The  shorthand  notebook  was  an  old  and 
honored  acquaintance,  although  it  had  proved  as  much  foe  as  friend. 
The  newcomers,  the  microphone  and  the  camera,  were  looked  upon 
with  suspicion.  The  issue  is  often  debated  as  to  whether  radio  or 
television  equipment  may  be  admitted  to  the  courtroom  and,  in  some 
instances,  to  Congressional  hearings.  There  is  no  question  of  the 
tremendous  impact  on  the  public  when  television  cameras  are 
permitted  at  public  hearings. 

Because  they  believe  the  right  to  know  is  basic  with  the 
American  people,  the  broadcasters  have  established  a  Freedom  of 
Information  Committee  as  a  standing  committee  of  the  National 
Association  of  Radio  and  Television  Broadcasters.  Its  purpose,  as 
outlined  in  its  statement  of  policy  is:  "to  propose  policies  and  en- 
courage actions  which  will  promote  freedom  of  expression,  particu- 
larly as  such  basic  freedom  relates  to  the  responsibilities  of  radio  and 
television  broadcasters  in  meeting  their  public  interest  responsi- 
bilities." 

The  vigorous  stand  of  the  broadcasters  has  won  several  vic- 
tories in  recent  years.  In  Washington,  both  radio  and  television 
newscasters  now  have  access,  with  their  equipment,  to  news  con- 
ferences. The  networks  have  their  own  "White  House  reporters." 
Many  Congressional  hearings  have  been  televised  and,  in  some 
locales,  court  trials  have  been  made  accessible  to  radio  and  television. 
The  argument  has  been  raised  that  television  cameras  in  a  courtroom 
are  an  annoyance,  and  the  glaring  lights  they  presumably  require, 
a  hindrance.  However,  as  Harold  E.  Fellows,  President  of  the 
NARTB,  stated  in  his  address  on  "Freedom  of  Expression  on  the 
Air":  "The  truth  is  that  a  television  camera  is  noiseless  and  that  it 
can  operate  satisfactorily  without  artificial  lights  other  than  ordinary 

NON-DRAMATIC     CONTINUITY  126 


room  illumination."  As  to  television  or  radio  "sensationalizing"  a 
trial,  the  broadcasters'  response  is  that  they  would  be  as  virtuous  or 
guilty  as  any  newspaper.  The  fact  is  that  the  broadcasters  are  much 
more  sensitive  to  public  response  than  the  newspaper  publishers. 
The  broadcasters  have  to  be.  They  operate  under  government 
license. 

Mr.  Fellows,  in  his  same  address,  made  a  potent  appeal  for 
equality  of  expression: 

These  two  media  (newspapers  and  broadcasting)  perform  like  func- 
tions in  unlike  manners,  one  approaching  the  intelligence  through  the 
eye  alone  and  the  other  approaching  through  both  the  ear  and  the  eye. 
Both  entertain.  Both  inform.  Both  are  instruments  of  commerce. 
Both  are  diversely  owned  and  of  varying  political  and  social  per- 
suasions. The  very  addition  of  the  voice  of  radio  and  the  picture  of 
television  gives  balance  to  opinion,  since  they  introduce  new  expres- 
sions of  thought  and  opinion  in  the  market  place. 

How  free  should  broadcasting  be?    As  free  as  the  press. 


EDITORIALIZING 

In  our  survey  of 
newspaper  editor  opinion,  as  discussed  previously  in  this  chapter, 
we  mentioned  one  editor  stating  that  newscasts  had  no  "front  page." 
He  might  well  have  added  that  they  have  no  editorial  page  either. 
Newspapers  are  justly  proud  of  their  long  tradition  of  fighting  for 
causes,  both  popular  and  unpopular.  They  are  outspoken  about  the 
influence  of  their  editorials  on  public  opinion.  But  broadcasters 
have  shied  away  from  taking  sides  on  any  issues.  This  has  not  been 
entirely  of  their  own  doing.  The  Communications  Act  of  1934  and 
the  regulations  of  the  Federal  Communications  Commission  require 
broadcasters  to  give  equal  time  to  candidates  of  different  political 
parties.  This  has  led  to  the  present  method  of  paid  political  broad- 
casts. Otherwise,  it  is  obvious  that  in  order  to  bring  the  candidates 
before  the  public  and  at  the  same  time  adhere  to  FCC  regulations, 
the  broadcasters  would  find  their  airtime  filled  with  nothing  but 
political  speeches  during  an  election  campaign. 

When  a  radio  station,  WAAB  of  Boston,  did  take  a  stand  on 
a  controversial  public  issue,   its  license  renewal  was  endangered. 
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The  Federal  Communications  Commission,  in  effect,  ruled  that  a 
radio  station  could  not  editorialize.  This  case  is  referred  to,  in  the 
industry,  as  the  Mayflower  decision.  It  derives  its  name  from  the 
Mayflower  Broadcasting  Corporation,  which  unsuccessfully  applied 
for  the  WAAB  channel.  This  decision  of  the  FCC,  Mr.  Fellows 
states,  "had  the  effect  of  stifling  free  comment  by  broadcasters." 
The  cry  of  censorship  was  raised  and  the  Commission  subsequently 
qualified  its  decision  by  permitting  broadcasters  to  editorialize,  pro- 
vided equal  opportunity  for  rebuttal  was  given  to  the  opposition. 

It  might  be  well  to  observe,  at  this  point,  that  a  reader  who 
disagrees  with  an  editorial  in  a  newspaper  may  write  a  letter  to  the 
editor,  which  may  be  printed.  There  are  times  when  a  newspaper 
may  be  deluged  by  a  flood  of  letters  and  will  therefore,  because  of 
space  limitations,  be  forced  to  choose  a  representative  few. 

Some  of  the  braver  among  the  broadcasters  have  already  begun 
to  editorialize.  This  is  more  particularly  true  of  independent,  com- 
munity stations.  One  prime  example  is  radio  station  WGAY,  Silver 
Spring,  Maryland,  whose  general  manager,  Joseph  L.  Brechner,  be- 
lieves that  the  broadcasters  are  now  reaching  a  point  of  maturity 
where  they  are  beginning  to  think  for  themselves.  WGAY  has  taken 
a  stand  on  several  controversial  issues  which  affect  its  listening 
audience.  The  station  believes  it  is  as  much  a  part  of  the  community 
as  any  newspaper.  Editorials  are  labeled  as  such  by  the  station  and 
bear  a  tag  line  somewhat  as  follows :  "You've  just  heard  an  editorial. 
Equal  time  for  rebuttal  will  be  given  to  a  responsible  individual  or 
organization." 

WGAY  has  found  its  editorializing  an  enlivening  experience. 
The  pros  have  been  warmly  responsive;  the  cons  have  asked  for 
equal  time  and  received  it.  The  gainer  has  been  the  public  as  a 
whole.  The  editorials  have  been  successful  in  bringing  the  issues  to 
the  public  and  to  help  clarify  its  thinking. 

As  to  the  future,  let  us  again  quote  Mr.  Fellows: 

"In  the  battle  against  the  insidious  evils  of  silence  and  censor- 
ship, broadcasters  have  drawn  their  own  battle  lines;  nor  do  I 
believe  that  they  will  waver  in  their  obligation  to  the  people  to 
report  fairly  and  comment  freely." 
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WRITING    THE    NEWS    PROGRAM 

If  we  were  to 
choose  one  word  to  guide  the  embryo  news  writer,  it  would  be: 
clarity.  News  programs  deal  with  facts  which  must  be  instantly 
understood  by  the  listener  or  viewer.  There  is  no  opportunity  for 
the  audience  to  say  to  the  newscaster:  "Would  you  mind  repeating 
that  statement?  I  didn't  get  it." 

There  are,  therefore,  several  fundamental  principles  which 
the  news  writer  should  follow,  and  these  principles  are  applicable  to 
both  radio  and  television : 


One  thought  to  each   sentence 

A  multiplicity  of 
ideas  strung  along  in  one  sentence  will  tend  to  confuse  your  audi- 
ence. Simplicity  of  construction,  on  the  other  hand,  will  insure 
understanding. 

Take  this  example: 

Secretary  of  State  Dulles  told  his  news  conference  today  that  differ- 
ences on  fundamental  issues  in  the  Suez  dispute  exist  between  the 
United  States,  on  one  hand,  and  Britain  and  France  on  the  other,  and 
that  because  of  such  differences  the  United  States  cannot  identify 
itself  100  per  cent  with  the  colonial  powers  if  we  want  friendly  rela- 
tions with  anti-colonial  countries. 

This  is,  to  say  the  least,  an  involved  sentence.  It  may  have 
been  found  on  the  front  pages  of  some  of  our  newspapers,  although 
truth  to  tell,  newspaper  writing,  in  many  instances,  is  tending  more 
and  more  to  pattern  itself  on  broadcast  style.  For  radio  or  for  video, 
the  above  statement  would  have  been  broken  up  into  three  distinct 
sentences.  Here  it  is,  as  actually  broadcast  over  WTOP  in  Washing- 
ton: 

Secretary  of  State  Dulles  told  his  news  conference  today  that  differ- 
ences on  fundamental  issues  in  the  Suez  dispute  exist  between  the 
United  States  on  one  hand  and  Britain  and  France  on  the  other.  Be- 
cause of  such  differences,  Dulles  said  the  United  States  cannot  identify 
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itself  100  per  cent  with  the  colonial  powers.    The  reason,  Dulles  ex- 
plained, is  that  we  want  friendly  relations  with  anti-colonial  powers. 

The  almost  imperceptible  pause  by  the  newscaster  after  each 
period  definitely  marks  the  end  of  one  thought.  It  is  much  easier 
for  the  viewer  or  listener  to  grasp  these  three  distinct  thoughts.  On 
the- other  hand,  the  newspaper  reader  can  reread  a  sentence  two  or 
three  times  if  he  does  not  comprehend  its  meaning  the  first  time. 


Avoid   alliteration 

Always  try  to  read 
your  copy  to  yourself;  silently,  if  you  must;  aloud,  if  you  can.  It  will 
help  you  avoid  alliterative  or  other  tongue-twisting  phrases.  If  you 
find  that  you  stumble  over  a  phrase  you  have  written,  then  you  are 
setting  up  a  potential  fluff.  It  is  not  that  an  announcer  cannot  read 
an  alliterative  phrase.  Alliteration  is  an  excellent  device  for  poetry, 
but  it  takes  a  special  talent  to  read  poems  well.  The  newscaster  who 
may  be  handed  a  late  bulletin  a  few  minutes  before  he  goes  on  the 
air  does  not  have  much  rehearsal  time.  He  will  appreciate  copy  that 
does  not  present  any  possible  stumbling  blocks. 


Vary  the  length 

In  following  the 
principle  of  confining  sentences  to  one  thought,  there  may  be  a 
tendency  to  make  all  sentences  brief.  This  would  result  in  staccato 
^  delivery  and  inevitable  monotony.  You  will  find  that  your  newscast 
will  hold  attention  more  effectively  if  there  is  variety  in  the  length  of 
your  sentences.  If  your  first  two  statements  are  brief,  make  your 
third  statement  somewhat  longer.  This  will  permit  better  pacing 
and  a  more  listenable  newscast. 


Method  of  quotation 

The  "Quote"  and 
"Unquote"  technique  fortunately  has  become  outmoded.  It  was  an 
awkward  method  that  stuck  out  of  the  news  cop}'  like  the  proverbial 
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sore  thumb.  Brief  quotations  may  be  adequately  noted  by  a  change 
of  intonation.  Longer  quotations  may  be  preceded  by  the  name  of 
the  quoted  person  and  the  simple  verb,  said.  For  example,  "Secre- 
tary of  State  Dulles  said :  'We  are  going  to  meet  with  the  British  and 
French  tomorrow.'  " 

If  the  quotation  consists  of  several  sentences,  it  is  advisable  to 
add  at  the  conclusion  of  the  quotation,  an  identifying  sentence  some- 
what as  follows:  "Those  were  the  words  of  Secretary  of  State  Dulles 
at  his  news  conference  this  morning."  If  there  were  no  such  identi- 
fication, late-tuners  might  not  be  aware  whether  the  statements  were 
those  of  the  newscaster  or  a  direct  quotation.  The  problem  is 
lessened,  of  course,  where  we  have  a  film  insert  on  television  or  a 
tape  insert  on  radio.  The  picture  of  the  speaker  on  the  screen  or 
the  new  voice  on  tape  immediately  sets  up  its  own  visual  or  aural 
quotation  marks. 


Means  of  identification 

You  have  probably 
heard  the  comment  that  names  make  news.  This  is  undoubtedly 
true.  Certainly,  names  like  Eisenhower  or  Stevenson,  Marilyn 
Monroe  or  Elvis  Presley  need  no  introductory  statements.  Generally, 
however,  most  names  in  the  news  require  some  immediate  identifi- 
cation, the  briefer  the  better.  Your  audience  should  be  made  in- 
stantly aware  of  the  newsmaker's  identity.  An  official  title  simplifies 
matters  considerably,  thus:  Secretary  of  the  Treasury  Humphrey, 
or,  Senator  Johnson. 

Here  are  a  couple  of  typical  identifications  culled  from  a  local 
CBS  newscast: 

"Overseas,  Western  diplomats  report  that  Russian  Party  Boss 
Khrushchev  has  asked  Yugoslav  President  Tito  to  join  a  new  associa- 
tion of  European  communist  countries." 

Additionally : 

"Maryland  Governor  McKeldin  today  appointed  Montgomery 
County  Circuit  Court  Judge  Stedman  Prescott  to  the  Maryland 
Supreme  Court." 

You  will  note  that  it  is  almost  always  preferable  to  have  the 
identification  precede  the  name.  This  is  both  a  timesaver  and  an 
assist  to  smoother  reading.    Try  the  reverse  and  you  will  observe 
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these  factors  on  reading  the  items  aloud.  Suppose  the  first  news 
item  were  written: 

"Overseas  Western  diplomats  report  that  Khrushchev,  Russian 
Party  Boss,  has  asked  Tito,  Yugoslav  President,"  etc. 

The  necessary  insertion  of  commas  entail  a  halt  and  force  the 
reading  to  become  staccato  at  those  points. 

In  the  second  news  item,  it  would  be  awkward  to  state: 
"Governor  McKeldin,  Maryland."  We  would  have  to  insert  the 
preposition  "of." 


Clarifying   antecedents 

In  attempting  to 
write  your  news  copy  with  understandable  simplicity,  be  careful  that 
your  word  saving  does  not  muddle  your  antecedents.  For  example, 
to  write:  "John  Jones,  aide  to  the  Secretary  of  Defense,  died  today" 
might  very  well  be  confusing.  A  late-tuner  might  just  possibly 
catch  the  words:  "Secretary  of  Defense,  died  today."  It  would  be 
best,  in  order  to  avoid  any  mistaken  impression,  to  write  that  item  as 
two  sentences.  "John  Jones  died  today.  He  was  an  aide  to  the 
Secretary  of  Defense." 


Lead   items 

The  question  of 
which  item  should  be  the  leadoff  for  your  newscast  depends  on 
several  factors.  A  network  newscast  will  generally  use  an  item  that 
is  of  most  significance  to  the  country  as  a  whole.  It  may  be  inter- 
national or  national  in  scope.  It  may  be  a  story  concerning  the 
Middle  East  crisis  or  the  presidential  campaign.  Naturally,  the  news 
editor  has  to  depend  on  the  news  break.    He  doesn't  make  the  news. 

The  newscast  by  a  local  station,  however,  will  vary  from  the 
network  lead  depending  on  whether  there  is  any  ciitical  occurrence 
in  the  local  area.  If  a  transit  strike  has  just  been  declared,  which 
will  have  a  paralyzing  effect  on  the  city,  it  will  undoubtedly  be  the 
leadoff  item  for  the  local  newscast  because  of  its  direct  impact. 

Although  your  lead  item  should  be  heavyweight,  your  closing 
item,  if  possible,  should  be  lightweight.  Save  that  bright  human 
interest  story  or  that  funny  incident  for  the  last.    It  will  leave  your 
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listeners  or  your  viewers  in  a  good  mood  and  it  makes  for  a  happier 
transition  to  a  commercial. 


Transitions 

A  newspaper  is 
printed  in  columns  and  each  column  brings  you  a  different  story. 
Your  eyes  may  rove  across  the  headlines,  begin  one  news  story,  then 
jump  to  another.  You  make  your  own  transitions.  But  on  the  air, 
the  newscaster  has  to  make  the  transitions  for  you. 

Of  course,  it  is  possible  to  prepare  an  entire  newscast  without 
any  transitional  phrases.  The  announcer  may  pause  very  briefly  be- 
tween news  items,  the  pause  acting  as  a  transition.  Proper  transi- 
tional phrases,  however,  will  make  for  smoother  continuity.  Again, 
let  us  refer  to  our  WTOP  newscast. 

"The  World  Series  starts  at  Ebbets  Field  with  Sal  Maglie 
starting  for  the  Dodgers  and  left  hander  Whitey  Ford  hurling 
for  the  Yankees.  President  Eisenhower  will  be  there.  His  visit  is 
billed  as  'Non-political.' 

"Definitely  political,  however,  is  a  farm-storming  tour  to  be 
made  by  Agriculture  Secretary  Benson." 

In  this  instance,  "Definitely  political"  is  the  transitional  phrase 
that  ties  in  neatly  with  the  preceding  news  story.  It  is  not  always 
possible  to  effect  a  natural  transition.  If  not,  it  is  best  to  avoid  drag- 
ging in  a  transition  by  the  heels. 


Taboos 

As  in  every  other 
form  of  writing  for  radio  and  television,  news  writing  also  has  its 
taboos.  Because  they  deal  with  actual  occurrences,  with  news  of 
interest  to  the  public,  newscasts  generally  have  more  leeway  than 
fictional  drama  in  choice  of  words  and  latitude  of  subject  matter. 
But  they  are  still  bound  by  the  "family  in  the  living  room"  proprieties. 
When  Somerset  Maugham's  "The  Letter"  was  to  be  performed  on 
TV,  it  took  a  round  of  conferences  before  the  use  of  the  word  "rape" 
was  permitted  in  the  play.  Newspaper  reporters  and  rewrite  men 
would  hardly  hesitate  at  the  use  of  the  word. 

Actually,  this  is  not  a  question  of  freedom  of  expression  on  the 
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air  as  much  as  it  is  a  matter  of  taste  and  judgment.  Obviously,  news- 
casts would  avoid  vulgarities.  And  in  line  with  the  Radio  and  the 
Television  Code,  there  would  also  be  an  avoidance  of  intimate  sex 
details,  recitals  of  sadism,  or  gory  descriptions  of  crimes.  This 
would  tend  to  place  the  broadcast  news  writer  on  the  squeamish  side 
in  contrast  to  some  of  the  sensational  copy  that  appears  in  several 
newspapers  and  magazines.  Or  even  in  contrast  to  some  of  the 
routine  newspaper  reporting.  This  does  not  mean  that  sensational 
stories  have  to  be  omitted  on  the  broadcast  media.  If  the  story  is 
being  headlined  by  newspapers  throughout  the  country,  then  it  is 
evidently  of  great  news  value  and  would  undoubtedly  be  a  serious 
omission  from  a  newscast.  In  such  cases,  the  news  writer  becomes 
a  hunter  of  synonyms  which  tell  the  same  story  but  with  a  softer 
impact.  A  spade  no  longer  is  a  spade  but  an  instrument  for  digging. 
Adultery  becomes  intimacy. 

Placement  of  items  is  another  element  which  requires  good 
judgment  on  the  part  of  the  news  writer  or  editor.  It  would  be 
manifestly  in  poor  taste  to  follow  a  story  of  a  tragic  death  by  a 
humorous  news  item.  It  would  also  be  poor  judgment  to  conclude 
a  news  broadcast  with  a  story  of  starving  refugees  when  the  com- 
mercial that  follows  is  one  which  urges  the  listener  to  stock  up  his 
refrigerator  with  Foster's  Frozen  Foods.  On  the  other  hand,  many 
newsmen  believe  that  listeners  have  become  sophisticated  enough  to 
recognize  the  difference  between  the  news  story  and  the  commercial 
and  rarely  relate  one  to  the  other.  Nevertheless,  you  can  see  that  as 
a  radio  or  television  news  writer  you  face  many  more  restrictions  and 
many  more  problems  than  your  journalistic  colleagues.  But  you  do 
have  advantages  in  speed  of  reaching  the  public,  and,  on  the  net- 
works, of  a  vastly  greater  audience. 


General   considerations 

We  have  used  the 
term  "conversational"  as  an  ideal  for  broadcast  utterance.  News 
copy,  because  of  its  very  factual  nature,  tends  to  formality  of  ap- 
proach. Perhaps  there  ought  to  be  some  happy  meeting  ground. 
The  news  writer  should  strive  for  naturalness  but  avoid  any  "folksi- 
ness"  or  any  frequent  use  of  colloquialisms.  The  radio  and  television 
audience  wants  its  news  straight  without  any  dramatizing  or  color- 
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ing.    Of  course,  a  Will  Rogers  would  have  his  own  droll  approach 
to  the  news  and  prove  a  happy  exception. 

And  always,  time  is  of  the  essence.  If  you  are  writing  a  five- 
minute  sponsored  newscast  with  commercials  fore  and  aft,  you  ac- 
tually have  about  three  and  a  half  minutes.  Again,  here  is  a  chal- 
lenge to  the  news  writer  to  be  pithy  yet  explicit.  There  is  always  a 
good  deal  happening,  internationally,  nationally  and  locally.  How 
many  items  are  to  be  included  in  the  newscast  and  how  much  time 
devoted  to  each  news  item  is  a  matter  for  careful  consideration.  The 
news  item,  generally,  should  be  judged  in  relation  to  the  numbers 
of  people  it  will  interest  or  affect.  Availability  of  tape  inserts  for 
radio  or  film  clips  for  television  is  an  additional  determining  factor 
in  choice  of  news  events. 


NEWSCASTER  -  COMMENTATOR  -  ANALYST 

The  Newscaster, 
generally,  is  an  announcer,  who,  among  his  other  duties,  handles 
news  broadcasts.  At  the  larger  stations  and  the  networks,  the  copy 
will  be  written  for  him  or  at  least  the  press  association's  copy  will  be 
edited  for  him.  At  the  smaller  station,  he  will  probably  write,  edit 
and  even  gather  his  own  news.  Again,  the  bulk  of  his  news  will  be 
supplied  by  a  wire  service. 

The  Commentator  is  strictly  a  newsman  who,  generally,  pre- 
pares his  own  copy  or  he  may  have  a  staff  writer  or  writers,  depend- 
ing on  his  reputation  and  his  earnings.  Like  the  newscaster,  he 
covers  a  variety  of  news  items  and  may  inject  his  views  on  any  or 
all  of  the  items. 

The  Analyst  is  the  intellectual  of  the  newsmen.  He  chooses 
one  major  news  event,  delves  into  its  background,  examines  it  criti- 
cally and  gives  the  audience  the  benefit  of  his  own  wide  experience 
as  he  analyzes  the  situation.  One  of  the  nation's  outstanding  news 
analysts  is  Eric  Sevareid  of  the  Columbia  Broadcasting  System.  The 
news  analysis  reprinted  below  is  typical  of  his  nightly  radio  broad- 
casts. 

Good  evening  .  .   .  The  Presidential  contest,  on  its  national  and 
surface  level,  continues  in  a  curious  air  of  unreality.    On  that  level  it 
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is  becoming  a  speechwriter's  contest;  it  was  never  realistic  to  think  that 
any  political  campaign  could  become  a  genuine  search  for  the  truth; 
it  was  always  possible  to  hope  that  out  of  the  partisan  clash  of  facts 
and  opinions,  the  truth  would  emerge;  but  the  contest  is  going  the 
other  way.  The  contenders  are  merely  making  debating  points  on  most 
of  the  specific  issues,  each  hitting  at  the  other's  weakest  point  with  his 
own  strongest  point,  whether  pertinent  or  not;  each  trying  to  match  a 
carefully  selected  virtue  of  his  own  against  a  carefully  selected  fault 
of  his  opponent.  It  is  a  kind  of  Japanese  sword  dance  pantomime,  the 
flashing  weapons  never  quite  clashing,  always  just  missing. 

But  there  is  a  deeper  reason  for  this  air  of  unreality  and  it  is  that 
only  now  and  then,  as  if  by  chance,  does  the  substance  of  the  speeches 
reflect  and  deal  with  the  true  nature  of  the  problem;  this  is  especially 
the  case  when  the  debate  concerns  the  nature  of  the  world  beyond  our 
shores.  The  concept  the  candidates  reflect  of  the  deep  and  mighty 
historical  forces  in  motion  is  the  concept  of  a  static  problem.  Over 
and  over  we  hear  the  phrase  "a  job  to  be  done."  It  is  part  of  the  inbred 
American  notion  that  if  only  the  right  men  are  appointed,  the  right 
sums  appropriated,  the  right  legislation  passed,  then  the  problem  is 
"solved"  and  disappears,  for  good. 

By  and  large  this  has  been  the  approach  to  the  question  of  peace. 
It  is  valid  to  speak  of  the  present  condition  as  a  condition  of  peace, 
since  there  is  no  large  scale  fighting  going  on,  but  it  is  only  partially 
valid;  this  may  be  the  only  kind  of  peace  we  shall  ever  know  in  our 
lifetime  but  "armistice"  is  the  better  word  for  it. 

Every  day  the  illusion  that  armistice  is  peace  is  driven  deeper.  A 
feeling  is  taking  hold  that  years  of  upheaval  have  given  way  to  years 
of  steadiness,  that  conflicting  forces  in  the  world  have  somehow  settled 
back,  with  only  an  occasional  flareup,  temporary,  restricted,  as  in  the 
case  of  Suez.    This,  surely,  is  a  false  reading  of  our  time. 

Indeed,  it  can  be  logically  argued  that  since  World  War  Two,  in 
these  years  of  armistice  in  the  name  of  peace,  the  world  has  changed 
more  profoundly,  more  rapidly  than  in  any  period  since  the  Industrial 
Revolution,  a  century  and  a  half  ago.  The  old  alternatives,  the  old 
choices  by  which  nations  lived  have  disappeared;  it  is  now  peace  or 
annihilation,  iron  alternatives  for  which  all  man's  experience  has  given 
no  one,  no  philosophers,  no  diplomats,  the  slightest  shred  of  prepara- 
tion. 

After  three  hundred  years,  the  physical  safety  of  the  American 
continent  has  disappeared. 
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After  a  thousand  years  of  weakness  or  control  by  others,  the  major- 
ity part  of  mankind,  those  who  live  in  the  Far  East,  the  Mid-East  and 
Africa,  are  suddenly  casting  loose  from  all  previous  moorings,  off  on 
their  own,  to  a  political  destination  no  one  can  foretell. 

Western  powers,  Occidental  civilization  can  no  longer  set  the  terms 
of  human  relationships  on  this  globe. 

In  these  recent  years  of  imagined  stability,  whole  empires  have  col- 
lapsed, their  military  and  trading  systems  torn  to  pieces. 

In  these  supposedly  static  years,  the  political  prairie  fire  of  our  cen- 
tury, the  Bolshevist  Revolution,  has  altered  its  course,  and  has  re- 
vealed to  the  world  another  Russian  revolution  which  we  never  really 
believed  was  there  —  a  successful  industrial,  scientific  revolution  of 
such  potential  that  some  of  our  leading  technologists  believe  it  is  over- 
taking us,  and  rapidly. 

We  do  not  confront  a  series  of  static  "problems"  to  be  "solved."  We 
confront  a  moving  ocean  of  change,  moving  at  a  speed  and  in  a  world- 
wide scope  beyond  all  precedent.  Our  task  is  not  to  finish  something, 
our  task  is  to  begin;  how  to  live  with  this  in  safety;  and  the  start  of 
the  beginning  is  to  understand  it. 

American  voters,  next  month,  cannot  choose  solutions;  they  can 
only  choose  those  men  who  seem  to  them  to  most  clearly  understand. 

This  is  Eric  Sevareid  in  Washington. 


WRITING    STYLE  -  BROADCAST    VS. 

NEWSPAPER 

We  believe  it  will 
be  of  value  to  the  potential  newswriter  to  note  some  of  the  precise 
differences  between  writing  for  a  newspaper  and  for  broadcast. 
Many  newswriters,  perhaps  a  majority  of  them,  are  drawn  from  the 
newspaper  field.  Experience  as  a  newspaper  reporter  is  invaluable, 
especially  at  the  local  level.  The  leg  work  the  reporter  is  accustomed 
to  will  stand  him  in  good  stead  when  he  is  called  upon  not  only  to 
be  a  newscaster  but  to  gather  his  own  news.  However,  he  will  have 
to  learn  to  change  his  style  of  writing.  To  illustrate,  we  have 
chosen  three  similar  news  items  as  they  were  presented  in  a  Kraft 
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Five  Star  News  script  broadcast  over  the  Mutual  Network  by  Frank 
Singiser,  and  as  they  appeared  in  the  New  York  Times. 

Singiser:  In  less  than  an  hour,  Secretary  of  State  Dulles  will 
begin  addressing  the  UN  Security  Council  meeting  here  in  New  York. 
Dulles  will  be  the  last  of  the  speakers  in  public  sessions  on  the  Suez 
Canal  situation.  This  afternoon  the  Council  goes  into  executive  session 
behind  closed  doors.  The  various  proposals  will  then  be  discussed  and 
presumably  voted  upon.  It  is  believed  that  Secretary  Dulles  will  urge 
that  whatever  is  finally  decided  should  leave  the  Suez  Canal  outside 
the  arena  of  world  politics. 

It  is  election  day  in  Alaska.  And  residents  of  the  big  territory  are 
going  through  the  motions  of  voting  for  two  senators  and  a  congress- 
man, none  of  whom  actually  will  be  able  to  serve.  The  decision  to  vote 
for  members  of  Congress  was  taken  at  the  April  primary  as  a  way  of 
dramatizing  Alaskans'  hope  that  the  territory  will  soon  become  our 
49th  state. 

The  nation's  biggest  city  needs  a  few  bucks  for  new  schools.  The 
New  York  City  Board  of  Education  says  just  about  one  billion  dollars 
will  do  for  the  present.  As  a  matter  of  fact,  the  billion  would  go  for 
needed  new  schools  over  the  next  ten  years.  And  at  the  same  time 
some  3  50  run-down  school  buildings  belonging  to  Father  Knicker- 
bocker would  get  badly  needed  repairs  and  modernization. 

Now  from  the  New  York  Ti7nes: 

The  eleven  member  Security  Council  is  scheduled  to  start  secret 
negotiations  with  Egypt  tomorrow  at  4  p.m.  Koca  Popovic,  Yugoslav 
Foreign  Minister  and  Secretary  of  State  Dulles,  the  only  representa- 
tives who  have  not  made  opening  statements  in  the  debate,  will  speak 
tomorrow  morning  in  that  order. 

The  Singiser  newscast  is  a  five-minute  strip,  actually  less  than 
four  minutes  in  duration  because  there  is  an  approximately  fifteen- 
second  introduction  plus  a  minute  commercial  at  the  close.  Five 
sentences  are  devoted  to  the  Security  Council  meeting.  The  Times 
story  ran  some  two  columns.  Granted  that  the  New  York  Times 
undoubtedly  devotes  more  space  to  news  coverage  than  other  news- 
papers, it  is  still  very  evident  that  the  broadcast  newswriter  must 
become  a  master  of  condensation. 

An  additional  point  to  observe  in  these  two  items  is  the  imme- 
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diacy  of  the  radio  newscast.    Note  that  this  factor  of  immediacy  has 
been  taken  advantage  of  by  the  phrase:  "In  less  than  an  hour.  ..." 
The  Times,  being  a  morning  paper,  was  running  the  previous  day's 
dateline  on  this  story  in  the  edition  we  quoted. 
Again  from  the  Times: 

A  vigorous  and  possibly  historic  political  campaign  ended  in  Alaska 
today. 

Tomorrow,  27,000  voters  in  the  vast  territory  will  go  to  the  polls  to 
help  push  the  Tennessee  Plan  for  statehood  through  the  United  States 
Congress.  Convinced  that  pleas  for  admittance  must  be  backed  by 
bold  action,  Alaskans  hope  that  Congress  soon  will  rule  favorably  on 
statehood  and  invite  their  Congressmen  to  take  their  places  in  both 
houses. 

The  Times  devoted  a  column  to  the  Alaskan  story;  the  radio 
newscast,  three  sentences.  In  these  two  items,  you  will  note  that, 
whereas  radio  style  generally  avoids  the  use  of  adjectives,  newspaper 
style  may  make  full  use  of  adjectives.  Contrast  the  two  lead  sen- 
tences :  "A  vigorous  and  possibly  historic  political  campaign  ended  in 
Alaska  today,"  and  "It  is  election  day  in  Alaska." 

Another  Times  item : 

A  ten  year  $1,000,000,000  program  for  building  new  schools  and 
a  $350,000,000  bond  issue  for  replacing  obsolete  schools  were  de- 
manded yesterday  by  a  member  of  the  Board  of  Education. 

We  have  chosen  this  particular  item  to  demonstrate  the  use 
of  figures  in  both  media.  The  radio  newscast  has  the  figure  written 
out:  "One  billion."  This  is  essential  when  large  figures  are  used  to 
avoid  any  possible  mistakes  by  the  announcer.  Long  rows  of  zeros 
may  well  prove  a  stumbling  block  to  the  announcer,  especially  if  he 
is  handed  a  late  bulletin. 

On  the  other  hand,  the  use  of  numerals  in  a  newspaper  story, 
particularly  when  there  are  long  rows  of  zeros,  will  attract  attention 
to  the  story.  The  reader  will  be  drawn  by  the  feeling  that  this  must 
be  a  big  story  since  it  deals  with  what  are  to  him,  undoubtedly, 
astronomical  figures. 
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COMMUNITY    NEWS 

Many  stations  find 
it  advantageous  and  a  service  to  the  surrounding  community  to  pre- 
sent newscasts  of  a  very  localized  nature.  These  newscasts  are  usu- 
ally scheduled  once  weekly,  either  in  cooperation  with  the  weekly 
community  newspaper,  or  by  a  local  reporter,  or  by  "stringers."  The 
copy  is  generally  very  informal  and  "homey"  in  nature,  as  these  few 
items  from  the  Takoma  Park  News  Report  will  illustrate.  The  re- 
porter is  Etta  Davis. 

Good  evening,  fellow  citizens  of  Takoma  Park. 

My  intuition  was  right.  Mr.  H.  M.  Pridgen,  6509  Queens  Chapel 
Road,  Hyattsville,  was  appointed  Clerk-Treasurer  at  last  Monday's 
Council  meeting. 

It  took  from  May  15  to  September  24  to  do  it,  but  54  residents,  on 
Philadelphia  Avenue,  affixed  their  names  to  a  petition  asking  that 
Philadelphia  be  made  one-way  from  Carroll  to  Maple  Avenue.  That 
street  is  a  State  Highway,  so  there  will  be  little  chance  of  compliance. 

The  mayor  mentioned  he  has  been  receiving  numerous  complaints 
lately.  Here  is  another  case,  where  we  collect  for  the  dog  licenses  and 
the  money  has  to  be  turned  over  to  the  county.  We  should  have  that 
money  for  our  own  dog  catcher.  This  should  be  a  good  test  for  Home 
Rule. 

The  newscast  also  presented  an  interview  with  the  Mayor  re- 
garding his  duties  and  some  of  the  current  problems  facing  him. 
Social  doings  of  both  the  adult  and  the  youthful  citizenry  were  in- 
cluded. Then  a  few  more  news  items. 

The  weather  Thursday  night  gave  cover  to  raiders  of  the  coke  ma- 
chine at  the  C  &  M  and  Sunoco  filling  stations  on  Carroll  Avenue  next 
to  the  Fire  House. 

Also  on  the  same  night,  someone  relieved  the  Flower  Delicatessen, 
Piney  Branch  Road,  of  its  safe,  which  contained  $1200,  by  rolling  it 
out  the  back  door.    I'd  say  this  Rock  'n  Roll  is  being  carried  too  far. 

The  final  item  was  a  preview  of  next  week's  guest. 

Chief  Carter  of  our  Fire  Department  will  be  our  guest  next  Sunday 
to  tell  us  about  Fire  Prevention  Week  and  to  extend  a  personal  invi- 
tation to  visit  the  Fire  Department. 

And  so  to  sign  off. 
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We  are  concerned, 
in  Part  Three,  with  the  truly  creative  domain  of  broadcasting:  the 
drama.  Here  the  writer  may  give  full  sway  to  his  imagination,  may 
test  his  ability  to  create  character,  his  skill  in  developing  a  plot,  his 
talent  for  enthralling  an  audience.  Although,  as  we  have  stated 
often,  the  writer  should  approach  each  assignment  as  if  it  were  a 
challenge  to  his  competence,  the  writing  of  drama,  particularly  tele- 
vision drama,  is  most  demanding.    It  can  also  be  most  rewarding. 

As  you  study  this  section,  you  will  learn  that  the  television  drama 
is  a  complex  organism.  To  live,  it  must  have  characterization,  mo- 
tivation, plot  structure,  exposition,  transitions,  dialogue,  pantomime. 
To  blend  all  these  elements  into  a  finite  whole  takes  consummate  skill 
and  artistry.  No  doubt  you  may  raise  a  questioning  eyebrow  here, 
for  much  of  the  dramatic  fare  you  have  seen  on  TV  might  hardly 
qualify  as  artistic  endeavor.  But  the  writer  will  accomplish  little  or 
nothing  by  either  demeaning  the  medium  he  works  for  or  by  setting 
his  sights  too  low.  Let  the  finest,  not  the  poorest,  of  the  video 
dramas  be  your  guide  and  your  inspiration. 

You  cannot  plunge  into  the  writing  of  TV  dramas  without  ade- 
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size  of  the  audience,  yet,  by  so  doing,  enlarges  the  scope  of  the  stage 
dramatist's  theme  and  permits  uninhibited  dialogue.  We  can  hardly 
conceive  of  Tennessee  Williams'  "Cat  on  a  Hot  Tin  Roof"  ever  being 
presented  verbatim  on  a  television  screen! 

Again,  the  theater  playwright  is  not  only  regarded  with  com- 
plete respect  and  esteem,  but  he  is  always  present  at  rehearsals  and 
no  script  changes  are  made  without  his  concurrence.  The  revisions 
are  generally  his  own  unless  a  "play  doctor"  is  called  upon  to  save  a 
production  from  an  early  demise.  The  broadcast  playwright  finds 
his  script  going  through  numerous  hands:  editor,  producer,  agency, 
sponsor,  network  continuity  acceptance.  All  of  them  offer  their  ex- 
pert opinion  on  what  will  please  the  vast  American  public,  or,  more 
often,  what  will  not  offend  the  sensibilities  of  the  viewer. 

The  stage  playwright  waits  with  great  anxiety  for  the  critical 
reviews  that  may  signal  success  or  failure.  With  great  anguish,  he 
reads  a  devastating  critique,  or  a  joyous  smile  breaks  across  his  face 
when  the  review  is  laudatory.  It  is  true  that  some  plays  become  re- 
sounding hits  even  after  a  poor  press.  But  whether  they  admit  it  or 
not,  the  theater  critics  are  most  often  the  arbiters  of  public  tastes 
and  may  very  well  decide  what  the  public  will  or  will  not  see  to  the 
benefit  or  detriment  of  the  playwright's  royalties. 

If  the  television  critics  do  not  wield  an  influence  comparable 
to  their  drama  colleagues,  it  is  not  because  of  any  lack  of  perception, 
of  analysis,  or  audience.  It  is  due  to  the  fact  that  the  television  play, 
with  some  few  exceptions,  is  a  "one  time  thing."  John  Crosby  or 
Jack  Gould  may  speak  very  highly  of  a  play  which  was  presented  the 
previous  night  or  the  previous  week,  but  if  the  reader  missed  the 
performance  there  is  little  likelihood  that  he  will  ever  be  able  to  see 
that  particular  play  again.  There  have  been  repeats  of  a  few  plays 
that  have  won  unusual  acclaim,  such  as  "A  Night  to  Remember"  and 
"Patterns,"  but  these  are  rare  occasions.  Not  infrequently,  sugges- 
tions have  been  made  to  repeat  the  better  plays. 

However,  there  are  some  circumstances  which  prevent  repeats. 
The  television  play's  one  performance  will  have  an  audience  of  many 
millions.  In  addition,  such  programs  as  the  "Kraft  Theatre,"  "Studio 
One,"  "Theater  Guild  on  the  Air,"  "Playhouse  90,"  have,  it  is  pre- 
sumed, a  rather  constant  audience.  The  sponsor  and/or  his  agency 
would  rather  not  chance  repeating  the  same  play  before  an  audience 
consisting  largely  of  the  same  viewers. 

We  are  speaking  now  of  the  serious  drama,   the  "one-shot" 
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play.  Many  of  the  episodic  dramas,  the  adventure  series,  the  situa- 
tion comedies,  are  often  rerun  under  different  titles  and  at  different 
time  periods.  This  is  true  of  the  half-hour  filmed  series.  "Private 
Secretary"  becomes  "Susie"  for  its  repeat  performances.  "Dragnet" 
becomes  "Badge  No.  714."  It  is  also  the  custom  for  many  of  these 
filmed  series  to  repeat  the  "best"  of  the  year  during  the  summer 
season. 

Nevertheless,  the  constant  demand  for  new  material  by  both 
the  producers  and  the  audience  keeps  repeat  performances  at  a 
minimum.  This  is  both  a  boon  and  a  hazard  to  the  writer.  The  in- 
satiable appetite  of  television  requires  a  multitude  of  playwrights 
to  keep  it  fed.  At  the  same  time,  it  is  apt  to  devour  the  brain  that 
feeds  it.  The  new  playwright,  on  having  a  drama  accepted,  is  over- 
joyed. Then  he  is  called  on  for  more  and  more.  Soon  he  is  beset 
by  the  fear  of  running  dry.  The  producer,  from  his  side,  is  hounded 
by  the  weekly  deadline.  And  just  as  he  comes  to  depend  on  a  coterie 
of  actors  to  fill  his  casting  needs,  so  he  comes  to  depend  on  a  stable  of 
writers  to  meet  his  script  requirements.  For  the  writer  it  means  a 
greater  income  but  too  often  it  also  encourages  mediocrity.  He 
would  be  a  rare  genius  indeed  who  could  turn  out  a  dozen  television 
plays  a  year,  all  of  high  quality. 

Paddy  Chayefsky,  when  he  was  concentrating  his  efforts  in 
television,  stated  that  it  took  him  six  weeks  to  complete  an  hour 
drama.  At  this  rate,  simple  mathematics  will  tell  you  that  you  can 
produce  some  eight  or  nine  hour  dramas  a  year,  provided  you  have 
eight  or  nine  good  ideas.  The  Chayefsky  plays  were  uniformly  good, 
demonstrating  the  time  and  effort  he  put  into  each  one. 

The  program  producers  are  not  entirely  unaware  of  the  writers' 
problems.  They  recognize  that  well-written  original  plays  are  few 
and  far  between.  And  so  to  fill  their  program  demands  they  turn  to 
other  sources:  published  plays,  short  stories,  novels,  articles.  This 
is  a  tried  and  true  source  because  the  material  has  already  had  audi- 
ence acceptance.  It  also  affords  additional  income  to  the  professional 
television  writer  because  he  may  be  called  upon  to  prepare  many 
adaptations.  The  ideal  situation  for  the  writer  is  to  have  a  number 
of  adaptations  on  assignment  so  that  he  may  have  more  time  for  de- 
veloping originals. 

We  will  examine  now  the  various  elements  of  the  television 
drama  and  then  see  how  they  have  been  carried  out  in  two  fine 
plays :  a  half-hour  filmed  drama  as  produced  on  the  "General  Electric 
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size  of  the  audience,  yet,  by  so  doing,  enlarges  the  scope  of  the  stage 
dramatist's  theme  and  permits  uninhibited  dialogue.  We  can  hardly 
conceive  of  Tennessee  Williams'  "Cat  on  a  Hot  Tin  Roof"  ever  being 
presented  verbatim  on  a  television  screen! 

Again,  the  theater  playwright  is  not  only  regarded  with  com- 
plete respect  and  esteem,  but  he  is  always  present  at  rehearsals  and 
no  script  changes  are  made  without  his  concurrence.  The  revisions 
are  generally  his  own  unless  a  "play  doctor"  is  called  upon  to  save  a 
production  from  an  early  demise.  The  broadcast  playwright  finds 
his  script  going  through  numerous  hands:  editor,  producer,  agency, 
sponsor,  network  continuity  acceptance.  All  of  them  offer  their  ex- 
pert opinion  on  what  will  please  the  vast  American  public,  or,  more 
often,  what  will  not  offend  the  sensibilities  of  the  viewer. 

The  stage  playwright  waits  with  great  anxiety  for  the  critical 
reviews  that  may  signal  success  or  failure.  With  great  anguish,  he 
reads  a  devastating  critique,  or  a  joyous  smile  breaks  across  his  face 
when  the  review  is  laudatory.  It  is  true  that  some  plays  become  re- 
sounding hits  even  after  a  poor  press.  But  whether  they  admit  it  or 
not,  the  theater  critics  are  most  often  the  arbiters  of  public  tastes 
and  may  very  well  decide  what  the  public  will  or  will  not  see  to  the 
benefit  or  detriment  of  the  playwright's  royalties. 

If  the  television  critics  do  not  wield  an  influence  comparable 
to  their  drama  colleagues,  it  is  not  because  of  any  lack  of  perception, 
of  analysis,  or  audience.  It  is  due  to  the  fact  that  the  television  play, 
with  some  few  exceptions,  is  a  "one  time  thing."  John  Crosby  or 
Jack  Gould  may  speak  very  highly  of  a  play  which  was  presented  the 
previous  night  or  the  previous  week,  but  if  the  reader  missed  the 
performance  there  is  little  likelihood  that  he  will  ever  be  able  to  see 
that  particular  play  again.  There  have  been  repeats  of  a  few  plays 
that  have  won  unusual  acclaim,  such  as  "A  Night  to  Remember"  and 
"Patterns,"  but  these  are  rare  occasions.  Not  infrequently,  sugges- 
tions have  been  made  to  repeat  the  better  plays. 

However,  there  are  some  circumstances  which  prevent  repeats. 
The  television  play's  one  performance  will  have  an  audience  of  many 
millions.  In  addition,  such  programs  as  the  "Kraft  Theatre,"  "Studio 
One,"  "Theater  Guild  on  the  Air,"  "Playhouse  90,"  have,  it  is  pre- 
sumed, a  rather  constant  audience.  The  sponsor  and/or  his  agency 
would  rather  not  chance  repeating  the  same  play  before  an  audience 
consisting  largely  of  the  same  viewers. 

We  are  speaking  now  of  the  serious  drama,   the  "one-shot" 
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play.  Many  of  the  episodic  dramas,  the  adventure  series,  the  situa- 
tion comedies,  are  often  rerun  under  different  titles  and  at  different 
time  periods.  This  is  true  of  the  half-hour  filmed  series.  "Private 
Secretary"  becomes  "Susie"  for  its  repeat  performances.  "Dragnet" 
becomes  "Badge  No.  714."  It  is  also  the  custom  for  many  of  these 
filmed  series  to  repeat  the  "best"  of  the  year  during  the  summer 
season. 

Nevertheless,  the  constant  demand  for  new  material  by  both 
the  producers  and  the  audience  keeps  repeat  performances  at  a 
minimum.  This  is  both  a  boon  and  a  hazard  to  the  writer.  The  in- 
satiable appetite  of  television  requires  a  multitude  of  playwrights 
to  keep  it  fed.  At  the  same  time,  it  is  apt  to  devour  the  brain  that 
feeds  it.  The  new  playwright,  on  having  a  drama  accepted,  is  over- 
joyed. Then  he  is  called  on  for  more  and  more.  Soon  he  is  beset 
by  the  fear  of  running  dry.  The  producer,  from  his  side,  is  hounded 
by  the  weekly  deadline.  And  just  as  he  comes  to  depend  on  a  coterie 
of  actors  to  fill  his  casting  needs,  so  he  comes  to  depend  on  a  stable  of 
writers  to  meet  his  script  requirements.  For  the  writer  it  means  a 
greater  income  but  too  often  it  also  encourages  mediocrity.  He 
would  be  a  rare  genius  indeed  who  could  turn  out  a  dozen  television 
plays  a  year,  all  of  high  quality. 

Paddy  Chayefsky,  when  he  was  concentrating  his  efforts  in 
television,  stated  that  it  took  him  six  weeks  to  complete  an  hour 
drama.  At  this  rate,  simple  mathematics  will  tell  you  that  you  can 
produce  some  eight  or  nine  hour  dramas  a  year,  provided  you  have 
eight  or  nine  good  ideas.  The  Chayefsky  plays  were  uniformly  good, 
demonstrating  the  time  and  effort  he  put  into  each  one. 

The  program  producers  are  not  entirely  unaware  of  the  writers' 
problems.  They  recognize  that  well-written  original  plays  are  few 
and  far  between.  And  so  to  fill  their  program  demands  they  turn  to 
other  sources:  published  plays,  short  stories,  novels,  articles.  This 
is  a  tried  and  true  source  because  the  material  has  already  had  audi- 
ence acceptance.  It  also  affords  additional  income  to  the  professional 
television  writer  because  he  may  be  called  upon  to  prepare  many 
adaptations.  The  ideal  situation  for  the  writer  is  to  have  a  number 
of  adaptations  on  assignment  so  that  he  may  have  more  time  for  de- 
veloping originals. 

We  will  examine  now  the  various  elements  of  the  television 
drama  and  then  see  how  they  have  been  carried  out  in  two  fine 
plays :  a  half-hour  filmed  drama  as  produced  on  the  "General  Electric 
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Theater,"  and  an  hour  live  drama  as  presented  on  the  "Kraft  Thea- 
tre." 


THEME 

A  play  is  not  a 
preachment.  Yet  the  serious  play  does  have  a  message  in  the  sense 
that  the  dramatist  has  something  to  say  to  his  audience. 

You  may  quite  deliberately  choose  a  theme  or  it  may  reach  you 
in  a  burst  of  inspiration.  If,  like  Reginald  Rose,  you  have  a  strong 
social  conscience,  you  will  find  your  theme  in  the  social  injustices  or 
the  moral  ethics  of  our  society.  The  theme  for  Rose's  "Twelve  Angry 
Men"  came  to  him  when  he,  himself,  had  served  as  a  juror  and  had 
suddenly  become  aware  of  a  juror's  responsibility. 

But  the  playwright  cannot  be  so  carried  away  by  his  theme,  by 
his  own  angry  conscience,  that  the  theme  dominates  the  story.  In 
other  words,  don't  let  your  sermon  show.  First  and  foremost,  you 
must  have  a  story  to  tell,  and  that  story  must  be  entertaining  and 
engrossing. 

People  go  to  church  expecting  to  hear  a  sermon.  It  may  be 
entertaining  (in  the  sense  that  you  enjoy  it)  but  primarily  the  clergy- 
man has  a  message  for  you.  You  watch  a  television  play,  however, 
chiefly  for  entertainment;  if  at  the  conclusion  it  has  left  you  with 
some  food  for  thought,  all  well  and  good.  Choose  your  theme  wisely, 
but  don't  let  it  overwhelm  you. 

Your  theme,  on  the  other  hand,  may  be  a  very  simple  one,  with 
no  earth-shaking  pretensions.  You  want  to  write  a  love  story  about 
Sue  and  Harry.  She  is  in  her  early  twenties.  He  is  in  his  late  forties. 
Your  theme  poses  the  question:  can  a  marriage  be  successful  when 
there  is  a  great  disparity  in  age  between  the  bride  and  groom?  A 
familiar  theme,  but  you  are  going  to  give  it  a  new  twist. 

If  you  admire  the  Chayefsky  "slice  of  life"  school,  your  video 
drama  will  deal  with  the  "little"  man  and  his  "little"  problems.  The 
quotations  around  the  word  "little"  are  purposeful.  The  problems  of 
the  "little"  man,  those  of  which  Chayefsky  writes,  are  basic,  not 
"little." 

Much  of  the  time,  your  theme  will  come  after  your  story.  You 
want  to  write  a  play  about  your  maiden  Aunt  Sarah.    She's  really  a 
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gay  old  character,  and  as  you  plan  your  story,  you  suddenly  find 
yourself  with  a  theme:  a  spinster's  adjustment  to  life. 

Whatever  your  theme,  understatement  is  generally  more  ef- 
fective than  overstatement. 


PLOT    STRUCTURE 

In  the  beginning, 
there  is  a  situation  or  there  is  a  character.  This  is  the  foundation 
of  your  plot  structure.  You  begin  to  build  by  putting  the  proper 
characters  into  the  situation  or  inventing  a  plausible  situation  for 
your  characters. 

You  will  find  a  blueprint  essential  before  you  proceed.  This 
is  your  plot  outline  in  which,  with  more  or  less  detail,  you  sketch  the 
various  scenes.  You  will  have  to  know,  of  course,  whether  your 
structure  is  to  house  a  two-act  half-hour  play,  a  three-act  hour  play 
or  a  90-minute  drama.  The  amount  of  detail  with  which  you  can 
fill  out  your  plot  will  depend  on  the  time  allotment.  Your  plot  out- 
line should  also  give  you  a  good  indication  as  to  whether  you  have 
too  many  or  too  few  scenes.  The  one  will  tend  to  make  your  play 
too  episodic,  the  other  too  static. 

There  are  some  books  available  on  plotting  a  story,  generally 
for  the  theater,  the  novel  or  the  short  story,  which  will  be  of  help 
to  you.  George  Pierce  Baker's  Dramatic  Technique  has  several 
chapters  devoted  to  plot  development.  But  the  actual  plotting  of 
your  video  play  becomes  a  highly  personal  matter  once  you  have 
learned  the  fundamentals  of  writing  the  television  drama.  For  ex- 
ample, if  you  were  to  hire  a  half  dozen  architects,  all  of  them  trained 
in  their  field,  and  asked  them  to  design  a  three-bedroom  house,  you 
would  find  yourself  with  six  different  sets  of  plans,  each  of  which 
might  be  very  satisfactory.  Similarly,  given  the  same  basic  story 
elements,  a  half  dozen  writers  would  have  six  variations  of  the  plot. 

Nevertheless,  there  are  certain  fundamental  principles  which 
are  unique  to  television  and  of  which  the  playwright  must  be  aware. 

The   opening 

You  must  establish 
interest   as   quickly   as   possible.     The   non-captive   audience   is   in 
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the  driver's  seat.  It  can,  by  the  flick  of  a  switch,  turn  off  to  another 
road.  Therefore,  the  well-planned  play  will  have  an  opening  inci- 
dent which  quickly  sets  up  the  conflict.  This  may  be  accomplished 
by  visual  action  or  dialogue  or  may  utilize  both  action  and  dialogue. 
In  the  "Playhouse  90"  filmed  production  of  Bernard  Girard's  "Four 
Women  in  Black,"  the  opening  scene  was  a  gunfight  between  the 
male  protagonist,  Webb  Carbine,  played  by  Ralph  Meeker,  and  a 
ranch  owner.  The  sheriff  warns  Webb  that  although  he  fired  in 
self-defense,  the  wounded  rancher  and  his  kin  will  never  rest  until 
they  have  tracked  him  down.  It  is  while  Webb  is  escaping  his  pur- 
suers that  he  meets  the  four  women  in  black,  nuns  en  route  from 
Santa  Fe  to  Tucson. 

"Four  Women  in  Black"  is  a  western  with  an  unusual  plot,  the 
shepherding  of  four  nuns  on  a  hazardous  journey  by  a  "bad  man." 
The  leader  of  the  nuns  is  played  by  Helen  Hayes.  You  will  note 
that  even  though  "Four  Women  in  Black"  is  a  90-minute  drama  and 
therefore  has  more  time  for  plot  development  than  the  shorter  video 
forms,  it  still  begins  with  a  scene  of  exciting  visual  action  which 
grips  your  attention  immediately. 


Development  of  conflict 

Each  scene  of  your 
play,  whether  written  in  chronological  sequence  or  utilizing  the 
flashback  technique,  should  further  the  conflict.  We  may  call  this 
"moving  the  play."  Therefore,  if  you  have  a  scene  which  does  not 
move  your  play,  it  is  very  likely  unnecessary.  If  you  have  any  doubt 
about  a  scene  which  you  have  included,  test  it  by  eliminating  it 
from  your  script.  See  whether  the  action  of  your  play  is  clear  with- 
out it.  Is  the  sequence  a  beam  essential  to  the  support  of  your  plot 
structure,  or  is  it  just  decorative?  You  may  have  written  it  with 
loving  care  and  you  would  hate  to  delete  it  because  it  adds  so  much 
color.  But  you  are  always  up  against  the  element  of  time  and  so 
your  decision  must  always  favor  the  essentials.  It  is  not  that  these 
essentials  must  be  bare  but  you  do  not  have  the  scope  of  a  novel  in  a 
video  play.  The  novelist  may  permit  himself  the  luxury  of  a  four- 
page  description  of  a  farmyard.  He  may  write  in  minute  detail  so 
that  his  completed  manuscript  numbers  eight  hundred  pages  or  he 
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may  write  a  tightly  compressed  novel  in  less  than  two  hundred  pages. 
The  video  dramatist  has  no  such  leeway.  Time,  as  construction 
contracts  often  state,  is  of  the  essence. 

If  we  turn  once  again  to  "Four  Women  in  Black,"  we  find 
rapid  conflict  development.  When  Webb  meets  the  nuns  on  the 
desert,  they  are  stranded.  Their  covered  wagon  stands  uselessly  on 
the  road.  The  two  horses  that  pulled  the  wagon  are  dead.  The  nuns 
ask  Webb  to  hitch  his  horse  to  the  wagon  to  pull  them  to  the  nearest 
trading  post.  He  faces  a  powerful  conflict  now.  If  he  does  help 
the  nuns,  it  will  slow  his  pace  considerably  and  he  might  be  cap- 
tured by  his  pursuers  and  perhaps  killed.  If  he  leaves  the  nuns, 
they  might  be  set  upon  by  the  Apaches  who  are  on  the  warpath.  He 
decides  to  help  the  nuns.  This  is  a  decision  which  wins  audience 
sympathy  and  at  the  same  time  heightens  suspense. 

Now,  we  should  point  out  that  immediately  prior  to  the  above 
scene,  Webb  meets  a  rider  coming  in  the  opposite  direction.  The 
rider  warns  Webb  to  turn  back  because  he  is  heading  directly  to- 
wards the  Apaches  who  are  on  the  warpath.  If  you  were  to  eliminate 
this  scene,  you  would  lessen  the  conflict  development  in  the  follow- 
ing scene.  It  is  the  fear  of  the  Apaches  setting  upon  the  nuns  which 
properly  motivates  Webb's  decision. 


Curtain   scenes 

The  technique  of 
the  video  drama  is  similar  to  the  theatrical  play  with  respect  to  cur- 
tain scenes.  In  both  media,  the  playwright  develops  his  plot  so  that 
the  curtain  falls  at  the  end  of  each  act  at  a  point  of  crisis  in  the  story. 
This  takes  precise  planning  on  the  part  of  the  video  dramatist  and 
he  should,  therefore,  have  his  plot  completely  worked  out  before  he 
starts  to  write. 

In  Gore  Vidal's  thought-provoking  fantasy,  "Visit  to  a  Small 
Planet,"  QBest  Television  Plays  —  Ballantine  Books),  Kreton,  a 
visitor  from  outer  space,  has  landed  in  a  space  ship  in  the  garden 
of  the  Spelding  home.  At  the  first  act  curtain,  he  makes  the  pro- 
nouncement that  he's  come  to  take  charge  of  the  whole  world.  Gen- 
eral Powers  and  his  aide,  who  have  rushed  to  the  Spelding  home, 
try  to  imprison  Kreton  but  they  are  stunned  by  an  unknown  force. 
They  cannot  even  come  within  a  foot  of  the  space  visitor.    Here 
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then  is  a  point  of  crisis.  Act  Two  ends  on  an  even  greater  threat: 
Kreton  is  planning  to  plunge  the  entire  world  into  a  war  of  an- 
nihilation. 

In  the  three-act  hour  video  drama,  again  much  as  in  the  stand- 
ard stage  play,  the  crisis  at  the  end  of  act  two  should  have  more  im- 
pact than  the  first  act  crisis.  The  play  should  build  to  the  climax 
with  progressive  force,  the  conflict  ever  increasing  until  the  final 
resolution. 

In  the  two-act  half-hour  play,  the  big  crisis  should  generally 
be  reached  at  the  first  act  curtain  since  your  climax  must  be  attained 
in  the  second  act. 


The  climax 

The  climax  is  the 
high  point  of  your  drama,  the  apex  of  your  plot.  Here  the  conflicting 
forces  meet  in  the  final  round.  If  the  hero  wins,  it  is  comedy;  if  the 
hero  is  destroyed,  it  is  tragedy.  The  well-plotted  play  will  leave  us 
in  doubt  as  to  the  final  outcome  until  the  climax  is  reached. 

In  "Visit  to  a  Small  Planet"  the  climax  is  reached  when  the 
visitor  from  outer  space,  Kreton,  has  culminated  his  plans  to  plunge 
the  world  into  war.  Apparently,  nothing  can  be  done  to  stop  him. 
In  a  few  minutes  the  atom  bombs  will  fall.  At  this  point,  another 
visitor  arrives  in  a  space  ship  and  forces  Kreton  to  return  from 
whence  he  came,  thus  ending  the  tension  and  the  imminent  holo- 
caust. The  play  has  moved  forward  with  progressive  force.  Move- 
ment starts  with  the  sudden  awesome  and  mysterious  arrival  of 
Kreton  in  the  first  act,  his  seemingly  pleasant  manner  belying  his 
sinister  purpose.  The  crisis  increases  with  each  scene  and  culmi- 
nates in  the  climax. 

The   plant 

Often  dramatists 
will  utilize  a  device  either  physical,  a  prop,  or  visual,  a  bit  of  action, 
or  mental,  a  line  of  dialogue,  which  appears  innocuous  enough  at  the 
moment  but  which  later  proves  to  have  an  important  bearing  on  the 
play.  This  is  known  as  a  "plant."  For  example,  one  character  may 
ask  another: 
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Alan 
Have  you  seen  Don? 

Bob 
Yes.  I  guess  he's  gone  hunting. 
He  had  his  rifle  with  him. 

Naturally,  Don  would  take  his  rifle  if  he  were  going  hunting, 
but  the  rifle  may  later  prove  to  be  a  murder  wreapon.  The  fact  that 
Don  had  a  rifle  wTith  him  is  implanted  in  the  audience's  mind. 

In  "Visit  to  a  Small  Planet"  Kreton  inadvertently  drops  a  lace 
handkerchief  beside  the  sofa.  This  action  which  may  appear  mean- 
ingless at  the  time  eventually  is  shown  to  have  great  significance. 
The  importance  of  this  particular  plant  is  discussed  below. 

The   resolution 

Once  the  climax 
has  been  reached,  the  dramatist  proceeds  to  finish  his  play.  This  is 
the  resolution,  always  a  brief  scene  at  the  close  of  the  play.  Some- 
times your  resolution  may  be  more  implied  than  specified,  as  it  is 
in  "Visit  to  a  Small  Planet."  The  final  scene  shows  the  hands  of  the 
clock  spinning  backwards  to  the  exact  time  of  the  first  scene,  that  is, 
just  prior  to  Kreton's  appearance.  In  the  opening  scene  Roger  Speld- 
ing,  in  his  broadcast,  has  discussed  the  sighting  of  a  flying  object 
which  he  declares  is  a  meteor.  He  pooh-poohs  the  idea  of  its  being 
a  space  ship.  In  the  closing  scene  when  John  Randolph  again  men- 
tions the  fact  that  the  "meteor"  looked  like  a  space  ship,  Spelding 
insists  it  is  nonsense.  This  statement  gives  the  impression  that  the 
visit  from  outer  space  never  occurred.  Then  suddenly  Spelding  no- 
tices Kreton's  handkerchief  on  the  sofa  and  picks  it  up.  The  sig- 
nificance of  the  "plant"  is  revealed.  The  final  shot  of  the  play  is  a 
stock  shot  of  a  starry  night  with  two  space  ships  vanishing  into  the 
distance. 

Since  "Visit  to  a  Small  Planet"  is  a  fantasy,  its  resolution  is  as 
highly  imaginative  as  the  body  of  the  play. 

Whether  you  write  a  realistic  drama  or  a  fantasy,  your  audi- 
ence must  be  left  with  the  feeling  that  it  has  witnessed  a  satisfactory 
conclusion  to  your  play.  Frank  Stockton's  "The  Lady  or  the  Tiger" 
is  generally  offered  as  the  classic  example  of  an  unresolved  story. 
The  fact  that  this  type  of  story  is  so  rare  is  proof  that  an  audience 
demands  a  resolution  to  the  stories  it  reads,  or  sees,  or  listens  to. 
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Subplots 

The  insertion  of 
subplots  depends  on  the  length  of  your  video  drama.  The  half-hour 
drama  generally  does  not  permit  of  any  subplot.  It  requires  a  con- 
centration on  the  basic  plot  structure  and  if  you  find  yourself  veer- 
ing off  into  a  subplot,  it  may  be  that  your  story  is  not  strong  enough 
to  stand  by  itself.  If  that  is  the  case,  then  you  must  find  means  of 
strengthening  your  main  story  line  or  developing  a  different  story. 

In  the  hour  drama  it  is  possible  to  include  a  subplot,  although 
here  again  it  is  best  to  develop  one  plot  thoroughly.  If  we  examine 
"Visit  to  a  Small  Planet"  once  more,  we  find  that  a  subplot  exists 
in  the  love  story  of  Ellen  Spelding,  daughter  of  commentator  Roger 
Spelding,  in  whose  home  the  visitor  from  outer  space  has  made  his 
startling  entrance.  Ellen  is  in  love  with  John  Randolph,  but  her 
father  frowns  upon  the  romance  because  he  wants  his  daughter  to 
marry  someone  important. 

The  90-minute  drama  permits  a  secondary  plot  because  the 
playwright  has  so  much  more  time.  "Four  Women  in  Black,"  which 
we  discussed  previously,  has  for  its  main  plot  the  hazardous  trek  of 
the  nuns  from  Santa  Fe  to  Tucson.  The  subplot  is  the  escape  of 
Webb  Carbine  from  his  pursuers.  There  is  even  another  subplot 
in  the  growing  romance  between  Webb  and  an  orphaned  Mexican 
girl  whom  the  nuns  have  befriended  en  route.  Webb  at  first  expresses 
a  strong  prejudice  against  Mexicans  but  is  won  over  by  the  nuns, 
one  of  whom  is  Mexican  herself,  and  his  love  for  the  girl. 

Although  "Four  Women  in  Black"  wove  these  several  plots  to- 
gether successfully,  it  will  be  wise  for  the  dramatist  not  to  overload 
even  the  longer  drama  with  too  many  subplots.  Subplots  are  the 
province  of  the  stage  drama  which  has  at  least  two  hours  of  playing 
time.  This  is  a  full  two  hours.  Remember  that  your  hour  video 
drama  is  seldom  more  than  50  minutes  and  your  hour  and  a  half 
drama  seldom  more  than  70. 


THE    DRAMATIC    UNITIES 

Consciously  or  not, 
many  of  our  prominent  television  dramatists  have  adhered  to  the 
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dramatic  unities  as  first  promulgated  by  Aristotle.  The  fact  is  that 
the  theories  put  forth  by  Aristotle  might  well  be  more  of  a  guide  to 
the  television  playwright  than  the  stage  dramatist.  The  dramatic 
unities  are  generally  translated  as  the  Unity  of  Action,  of  Time  and 
of  Place.  However,  many  scholars  believe  that  Aristotle  considered 
Unity  of  Action  primary  and  the  other  two  unities  secondary.  In 
other  words,  if  the  story  has  Unity  of  Action,  it  does  not  matter  how 
much  time  elapses  in  the  story  or  how  many  scenes  are  used.  This 
Unity  of  Action,  Aristotle  stated,  manifested  itself  mainly  in  two 
ways:  "First,  the  causal  connection  that  binds  together  the  several 
parts  of  a  play:  the  thoughts,  the  emotions,  the  decisions  of  will,  the 
external  events  being  inextricably  interwoven.  Secondly,  the  whole 
series  of  events  with  all  the  moral  forces  that  are  brought  into  col- 
lision are  directed  to  a  single  end." 

We  have  previously  stated  that  there  should  not  be  any  wasted 
words  or  actions  in  a  television  play.  Every  line  of  dialogue,  every 
visual  action,  should  have  a  meaning.  Aristotle  commented  that  the 
parts  of  a  drama  must  be  "arranged  in  a  fixed  order  so  that  none  can 
be  removed,  none  transferred,  without  disturbing  the  organism." 

The  television  play,  particularly,  must  adhere  to  the  Aristote- 
lian precept  that  a  drama  must  have  "a  certain  magnitude."  It  cannot 
be  "infinitely  large"  or  "infinitesimally  small."  How  large  or  how 
small  is  a  matter  for  debate.  There  is  a  tremendous  range  between 
"infinitesimally  small"  and  "infinitely  large."  We  might  say  that 
Chayef sky's  TV  plays  deal  with  the  smaller  problems  of  mankind. 
He  himself  called  it,  "the  marvelous  world  of  the  ordinary."  He  is 
the  "slice  of  life"  exponent.  His  people  are  the  everyday  variety 
whose  lower-middle-class  problems  are  common  to  many,  are  fa- 
miliar to  all  of  us.  Vidal's  "Visit  to  a  Small  Planet,"  on  the  other 
hand,  approaches  the  far  end  of  the  scale.  The  concepts  are  very 
broad:  the  issues  of  war  and  peace;  the  possibilities  of  man's  self- 
destruction.  Both  types  of  plays  possess  the  Aristotelian  prerequisite, 
"a  certain  magnitude." 

Aristotle's  description  of  the  ancient  Greek  tragedy  would  aptly 
fit  the  current  television  drama,  as  a  play  "which  begins  almost  at 
the  climax,  the  action  proper  is  highly  compressed  and  concentrated." 

If  we  were  to  choose  any  one  television  play  to  exemplify  the 
dramatic  unities,  it  would  probably  be  Reginald  Rose's  "Twelve 
Angry  Men."  For  here  is  a  drama  that  truly  has  unity  of  action,  a 
jury  whose  decision  can  mean  life  or  death  to  the  accused;  unity 
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of  place,  the  scene  is  entirely  in  the  courthouse;  actually,  except  for 
the  brief  scene  with  the  judge,  all  the  action  takes  place  in  the  jury 
room;  unity  of  time,  the  playing  time  is  the  actual  time. 

Certainly,  it  is  not  necessary  to  follow  the  dramatic  unities  as 
precisely  as  "Twelve  Angry  Men."  As  we  stated  previously,  unity  of 
action  is  the  prime  requisite.  This  means,  baldly,  there  should  be 
one  major  plot.  Aristotle  was  opposed  to  plurality,  but  not  to  variety 
within  the  unified  action.  You  cannot  have  two  major  plots  within 
your  television  play,  but  you  certainly  can  have  a  variety  of  incidents 
to  further  your  basic  plot. 

Even  from  this  brief  commentary,  we  believe  you  can  see  that 
Aristotle's  theories  of  the  drama  are  of  particular  significance  to  the 
television  playwright.  It  will  be  of  interest  and  value  to  you  to  read 
or,  perhaps,  reread  a  translation  of  Aristotle's  theories  of  poetry  and 
fine  art. 

CONFLICT 

The  essential  in- 
gredient of  any  drama  is  conflict.  The  stronger  the  conflict,  the 
more  powerful  the  play.  The  writer  must  be  skillful  in  building  up 
opposing  forces  until  at  the  climax,  one  of  the  forces  is  the  victor. 
There  are  certain  basic  conflicts  which  we  may  identify  as  follows: 

1 .  Man  against  man; 

2.  Man  against  his  conscience; 

3 .  Man  against  the  forces  of  nature. 

Under  these  very  broad  headings,  we  have  an  unlimited  num- 
ber of  variations:  (1)  Rivalry  for  the  love  of  a  woman;  struggle  for 
control  of  wealth;  competition  for  power,  for  political  ascendancy, 
for  social  position,  and  so  on.  The  conflict  may  be  between  mother 
and  daughter,  father  and  son.  It  may  be  that  of  the  nonconformist 
against  the  dictates  of  convention;  the  dreamer  against  the  practicali- 
ties of  life.  The  struggle  may  be  between  two  individuals,  (man, 
singly)  or  between  an  individual  and  society,  (man  in  the  aggre- 
gate). 

"Twelve  Angry  Men"  is  one  of  Reginald  Rose's  most  potent 
television  plays  (Six  Television  Plays  by  Reginald  Rose,  published 
by  Simon  and  Schuster).  It  deals  with  a  trial  for  murder  and  almost 
all  the  action  takes  place  in  the  jury  room.  A  nineteen-year-old  boy 
has  been  accused  of  killing  his  own  father.   On  the  first  ballot,  there 
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are  eleven  votes  for  Guilty.  Only  Juror  No.  8  has  voted  Not  Guilty. 
The  remainder  of  the  play  details,  in  powerful  dramatic  fashion,  the 
battle  of  Juror  No.  8  against  his  fellow  jurors  to  convince  them  they 
are  wrong  in  their  judgment.  At  the  conclusion,  he  wins  his  bat- 
tle. 

(2)  "Conscience  is  God's  presence  in  man,"  wrote  the  Swedish 
religious  philosopher,  Emanuel  Swedenborg.  The  conflict  of  man 
against  himself  is  one  which  involves  a  question  of  ethics  and  of 
spiritual  values.  A  man  lives  by  certain  principles  dictated  by  his 
environment.  The  influence  of  his  parents,  his  wife  and  children, 
his  religion,  his  education,  will  affect  the  strength  or  weakness  of 
those  principles. 

If  you  have  read  Jessamyn  West's  book  or  seen  the  movie  ver- 
sion of  "Friendly  Persuasion,"  you  were  made  aware  of  the  conflict 
between  the  young  son  and  his  Quaker  conscience.  As  a  Quaker,  he 
was  brought  up  not  to  fight  under  any  circumstances,  yet  he  feels 
he  should  defend  his  home  against  the  Southern  rebels.  After  a 
long,  inward  struggle  with  his  conscience,  and  despite  the  entreaties 
of  his  mother,  he  joins  the  Union  forces. 

In  Rod  Serling's  TV  play,  "The  Strike"  QBest  Television  Plays 
—  Ballantine  Books),  we  have  another  powerful  instance  of  the 
conflict  between  man  and  his  conscience.  Major  Gaylord  has  sent 
twenty  men  on  a  patrol  mission  to  the  Korean  front.  The  Major  has 
under  his  command  five  hundred  men,  all  that  are  left  of  a  deci- 
mated division.  They  are  pinned  down  by  heavy  Chinese  artillery 
fire  which  threatens  to  destroy  them.  Finally  contact  is  made  with 
the  Air  Force  which  is  planning  an  airstrike  to  wipe  out  the  enemy 
artillery  and  permit  the  escape  of  Gaylord's  entrapped  men.  How- 
ever, at  the  same  time,  word  is  received  from  the  patrol.  Their 
position  is  the  same  as  that  of  the  Chinese  artillery.  As  a  matter  of 
fact,  it  was  a  message  from  the  patrol  that  gave  the  Air  Force  the 
Chinese  position.  However,  although  the  Major's  Command  Post 
is  able  to  receive  the  patrol's  signal,  its  own  signal  cannot  be  picked 
up  by  the  patrol.  The  Air  Force  is  awaiting  the  go  ahead  from  the 
Major  for  the  airstrike.  Major  Gaylord  wrestles  with  his  conscience. 
He  sent  the  patrol  out.  He  is  responsible  for  the  lives  of  those  twenty 
men.  If  he  gives  the  Air  Force  the  signal,  those  twenty  men  will  be 
destroyed.  If  he  doesn't,  the  500  men  will  undoubtedly  be  anni- 
hilated. He  feels,  at  first,  that  he  cannot  order  the  destruction  of  the 
patrol.    But  he  is  finally  forced  to  weigh  20  against  500  and  makes 
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his  decision  to  save  the  500.  As  his  men  start  to  move  out  to  safety, 
the  tears  stream  down  the  face  of  Major  Gaylord. 

(3)  No  conflict  is  more  elemental  than  the  eternal  battle  of  man 
against  the  forces  of  nature.  For  man,  from  his  earliest  beginning, 
has  come  into  conflict  with  the  contrasting  ravages  of  flood  and 
drought,  cold  and  heat,  storm  and  calm.  Yes,  even  calm,  for  in  the 
days  of  sailing  ships,  a  vessel  becalmed  for  several  days  or  weeks 
faced  great  danger.  However,  as  a  theme  for  a  television  play,  this 
third  category  of  conflict  is  seldom  used  in  comparison  to  the  first 
two  categories.  At  times,  this  type  of  conflict  is  combined  with  one 
of  the  other  two. 

Two  mountain  climbers  are  caught  in  an  avalanche  and  strug- 
gle towards  safety.  The  question  of  whether  they  will  ever  be  able 
to  extricate  themselves  involves  a  battle  against  the  elements.  But 
your  play  will  present  an  even  stronger  conflict  if,  in  the  struggle 
to  safety,  one  of  the  men  is  seriously  injured.  The  conflict  arises  as 
to  whether  the  uninjured  man  should  try  to  carry  his  companion 
which  might  result  in  the  death  of  both  of  them  or  go  on  alone. 
This,  then,  becomes  a  conflict  of  man  against  his  conscience. 


CHARACTERIZATION 

From  the  earliest 
days  of  playwriting,  the  perceptive  delineation  of  character  has  been 
the  mark  of  a  good  play.  As  George  Pierce  Baker  has  observed: 
"The  permanent  value  of  a  play  rests  on  its  characterization."  Think 
of  Euripides'  Medea,  of  Shakespeare's  Macbeth,  Shaw's  Liza  Doo- 
little,  O'Neill's  Anna  Christie,  Ibsen's  Nora.  These  are  masterpieces 
of  characterization.  They  are  worthy  of  study  and  restudy  by  the 
television  playwright  who  has  any  ideals  about  his  profession. 

True,  the  television  playwright  does  not  have  the  scope  of  the 
legitimate  theater  but  he  can  learn  from  it  and,  as  many  television 
writers  have  already  done,  contribute  to  it.  Because  of  time  limita- 
tions, he  cannot  create  the  full-length  portraits  of  the  stage  play. 
The  closest  he  can  come  now  is  in  the  90-minute  drama.  Rod  Ser- 
ling's  "Emmy"  Award-winning  "Requiem  for  a  Heavyweight,"  written 
for  the  Columbia  Broadcasting  System's  "Playhouse  90,"  presented 
an  unforgettable  portrait:  the  decline  of  a  contender  for  the  heavy- 
weight crown,  sensitively  portrayed  by  Jack  Palance. 
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It  is  difficult,  and  a  tremendous  challenge  for  the  writer,  to 
create  a  full-blown  character  portrait  within  the  space  of  the  half- 
hour  drama.  The  result  is  that  most  half -hour  TV  dramas  rely 
heavily  on  plot  rather  than  characterization.  Many  mystery  plays 
eschew  characterization  entirely.  Their  reliance  is  on  action  and 
suspense. 

The  hour  and  the  hour  and  a  half  dramas  permit  much  more 
leeway  for  character  delineation.  Although  Paddy  Chayefsky  has 
turned  almost  entirely  to  the  theater  and  the  movies,  his  collection 
of  Six  Television  Plays  (Simon  and  Schuster)  still  remains  a  model 
for  study  by  the  embryo  playwright.  Chayefsky's  forte  is  character- 
ization. Read  "Marty,"  "The  Mother,"  "The  Big  Deal,"  "The  Bache- 
lor Party."  The  characters  stay  with  you.  If  you  have  not  known  a 
"Marty"  or  a  "Joe  Manx"  in  your  own  experience,  you  have  come 
to  know  them  now  and  understand  them.  The  TV  writer's  canvas, 
although  not  so  large  as  the  stage  dramatist's,  can  still  hold  a  full- 
length  portrait. 

You,  the  writer,  have  to  paint  this  portrait  so  that  its  likeness 
is  readily  recognizable.  To  do  so  you  should  have  a  model.  That 
model  may  be  an  actual  person  or  a  synthesis  of  several  individuals. 

All  dramatists  have  their  own  particular  approach  to  their 
writing  problems.  But  it  is  safe  to  say  that  if  you  do  see  an  especially 
well-drawn  characterization  on  the  air,  the  playwright  has  spent  a 
good  deal  of  time  getting  to  know  his  character. 

You  will  find  it  an  excellent  habit  to  prepare  brief  biographies 
of  your  leading  characters.  You  probably  have  a  fairly  clear  mental 
picture  of  your  protagonist.  However,  the  business  of  actually  spell- 
ing out  his  background  will  help  you  immeasurably  in  defining  your 
character.  Where  was  he  born?  What  was  his  home  environment? 
What  schools  did  he  attend?  Did  he  have  to  struggle  for  a  liveli- 
hood? Is  he  successful  now?  How  does  he  get  along  with  people? 
Is  he  an  introvert  or  an  extrovert?  Does  he  have  any  special  physical 
characteristics?  These  are  just  a  few  of  the  questions  the  TV  play- 
wright can  ask  himself  about  the  character  into  whom  he  is  going 
to  breathe  life.  As  you  answer  each  question,  you  begin  to  learn  a 
little  more  about  your  dramatis  personae. 

Sometimes  you  will  hear  a  writer  remark  that  his  play  "prac- 
tically  wrote  itself."  The  fact  is  that  once  a  character  is  created  he 
appears  to  take  over  from  the  writer.  He  will  have  a  specific  reaction 
to  specific  situations.    His  emotions,  his  responses  are  individual  and 
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they  follow  a  pattern  based  on  his  particular  characteristics.  He  is 
as  much  a  product  of  his  environment  and  heredity  as  any  living 
being.  It  is  true  that  the  author  has  given  the  character  his  environ- 
ment and  heredity  but  once  the  character  has  been  so  endowed  he 
must  act  henceforth  in  accordance  with  his  background. 


Shading 

The  reaction  you 
must  seek  from  your  audience  is  the  belief  that  your  characters 
are  true  to  life.  They  will  not  give  this  impression  if  they  are  one- 
dimensional.  Think  for  a  moment  of  the  people  you  do  know:  rela- 
tives, friends,  acquaintances,  colleagues.  Is  there  anyone  among 
them  who  is  wholly  good  or  wholly  bad?  Very  unlikely.  Some  senti- 
mental poet  once  observed  that  there  is  "so  much  good  in  the  worst 
of  us  and  so  much  bad  in  the  best  of  us."  If  you  will  forgive  the 
cliche,  this  observation  is  more  truth  than  poetry. 

In  the  bygone  melodrama,  the  villain  was  thoroughly  black, 
the  heroine  virtuously  white.  There  was  no  shading.  A  vestige 
of  that  era  remains  in  some  of  the  westerns  seen  on  our  TV  screens 
today.  The  "bad  guy"  is  one-dimensionally  bad;  the  "good  guy"  one- 
dimensionally  good.  This  even  applies  to  costuming.  The  villain 
wears  a  black  hat  and  rides  a  black  horse.  The  hero  wears  a  white 
hat  and  rides  a  white  horse.  Presumably  this  makes  it  very  simple 
for  the  child  viewer  to  distinguish  between  good  and  evil.  But  to 
the  mature  viewer,  this  type  of  western  soon  loses  its  credibility  and 
its  interest.  This  may  explain  why  there  has  been  a  trend  toward 
the  so-called  "adult  western"  which  places  more  reliance  on  char- 
acterization. 

Proper  shading,  then,  is  an  essential  ingredient  of  characteriza- 
tion. People  tend  to  be  gray.  They  are  composed  of  faults  and 
virtues.  The  most  honest  man  has,  on  occasion,  told  a  lie.  The 
faithful  wife  has  indulged  in  a  flirtation  or  two.  The  thief  has 
helped  the  beggar. 

Empathy 

The  perceptive 
playwright  strives  to  achieve  empathy,  that  subconscious  identifica- 
tion of  the  viewer  with  the  player.    The  viewer  knows  that  his  own 
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character  is  at  least  two-dimensional,  generally  multi-dimensional. 
He,  therefore,  expects  to  see  these  various  dimensions  reflected  in  the 
characterizations.  He  can  identify  himself  with  an  individual,  not 
with  a  stereotype. 


Sympathy 

It  is  axiomatic  that 
your  protagonist  must  be  sympathetic.  If  we  do  not  care  what  hap- 
pens to  the  leading  character,  we  will  soon  lose  interest  in  the  play. 
This  means  that  even  if  your  principal  character  is  a  villain,  he  must 
have  some  redeeming  features. 


MOTIVATION 

An  assumption 
common  to  all  sciences  is  that  every  event  must  have  a  cause.  In 
like  manner,  every  human  action  must  have  a  reason,  a  motivating 
force.  The  motivation  may  be  elemental.  A  man  drinks  because  he 
is  thirsty.  He  eats  because  he  is  hungry.  He  builds  a  home  because 
he  needs  shelter.  Sometimes  we  may  feel  that  a  person  acts  unrea- 
sonably or  abnormally.  Psychologists  will  tell  us  that  such  unortho- 
dox behavior  does  have  its  reasons,  rooted  deep  in  the  subconscious 
of  the  individual. 

What  impels  people  to  act  as  they  do?  This  is  a  question  to 
which  the  playwright  must  have  a  proper  answer,  and  to  obtain  that 
answer  he  must  be  a  student  of  human  nature.  The  great  writers 
were  also  great  psychologists.  Long  before  the  term  "schizophrenia" 
had  become  an  everyday  word,  Robert  Louis  Stevenson  had  plumbed 
its  meaning  in  "Dr.  Jekyll  and  Mr.  Hyde." 

Painters  often  do  many  self-portraits.  Of  course,  in  some  in- 
stances it  may  simply  be  a  matter  of  economics;  the  artist  cannot 
afford  a  model  at  the  moment.  But  most  of  the  time,  this  self-por- 
traiture is  a  learning  process  for  the  painter.  The  playwright  will 
do  well  to  emulate  the  painter  and  set  down  a  verbal  portrait  of  him- 
self.   Understanding  yourself  will  help  you  to  understand  others. 
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Drives 

There  are  certain 
basic  drives  which  affect  all  of  us.  Physical  drives,  such  as  hunger, 
thirst,  sex,  and  physical  needs  such  as  shelter  and  clothing.  There 
are  the  social  drives  of  love,  hate,  fear,  anxiety,  ambition,  pride. 
The  list  might  be  extended  endlessly  if  we  were  to  divide  and  sub- 
divide each  human  drive.  The  drives  we  have  enumerated  are  rep- 
resentative and,  like  primary  colors,  we  can  mix  them  to  achieve 
various  hues.  We  must  remember  that  human  drives  or  motivations 
depend  on  circumstances  and  may  vary  in  degree  from  one  person 
to  another,  indeed  from  one  country  to  another.  A  hermit  will  have 
little  need  of  material  things,  in  terms  of  money,  and  will  therefore 
not  be  driven  to  obtain  wealth.  Social  concepts  among  the  Arabs  are 
far  different  from  our  own  and  this  affects  the  relationship  between 
the  sexes. 


Some  specific  instances 

Reginald  Rose's 
hour  TV  play  "Tragedy  in  a  Temporary  Town"  is  an  excellent  study 
in  fear.  The  engineer,  in  a  settlement  of  migratory  workers,  has  re- 
belled against  a  vigilante  group  formed  to  ferret  out  an  alleged  at- 
tacker of  a  young  girl.  He  stands  forthright  against  vigilantism  but 
when  he  discovers  that  his  own  teen-age  son  was  the  one  who  awk- 
wardly tried  to  kiss  the  girl  (that  was  the  extent  of  the  "attack"), 
the  father  becomes  fearful  of  the  vigilantes.  He  hides  his  son's  "guilt" 
until  a  wrongly  accused  Puerto  Rican  boy  is  dreadfully  beaten  by 
the  mob.  His  sense  of  justice  now  overcomes  his  fear  and  in  a  cli- 
mactic scene,  whose  power  has  seldom  been  matched  on  television, 
he  scathingly  denounces  the  bloodthirsty  mob. 

In  Paddy  Chayefsky's  "The  Big  Deal"  it  is  Joe  Manx's  pride 
which  keeps  him  from  accepting  a  low-paying  building  inspector's 
job.  Manx  was  once  a  successful  builder  who  has  since  failed  and 
is  now  on  the  verge  of  poverty.  He  keeps  trying  to  make  a  "big 
deal"  which  will  return  him  to  his  former  status  but  one  deal  after 
another  falls  through.  He  continually  talks  about  the  days  when  he 
was  a  great  success.   The  resolution  is  achieved  when  Manx  realizes 
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how  much  he  has  come  to  depend  on  his  daughter  who  has  a  well- 
paying  job,  and  that  he  has  almost  borrowed  her  wedding  money  for 
another  "big  deal."  He  is  finally  resigned  to  his  situation  and  accepts 
the  building  inspector's  job. 

In  "Sincerely,  Willis  Wayde,"  John  Marquand's  novel  drama- 
tized for  "Playhouse  90,"  it  is  Wayde's  ambition  which  brings  him 
financial  success  but  marital  unhappiness. 


Character  change 

Many  plays  have 
as  their  theme  the  regeneration  of  the  protagonist.  A  major  change 
takes  place  in  the  character  of  the  protagonist  by  the  time  we  reach 
the  final  curtain.  You  are  undoubtedly  familiar  with  this  type  of 
drama:  the  timid  soul  who  acquires  courage,  the  avaricious  mer- 
chant who  becomes  generous,  the  misogynist  who  falls  in  love,  the 
proud  celebrity  who  turns  humble,  the  disbeliever  who  finds  faith. 
These  major  changes  in  character  must  be  carefully  motivated.  The 
failure  of  many  such  plays  is  traceable,  generally,  to  the  fact  that  the 
character  transformation  is  not  fully  motivated  and  therefore  not 
believable.  The  essence  of  good  drama  is  plausibility  and  the  great- 
est aid  to  plausibility  is  proper  motivation. 


DIALOGUE 

Dialogue  is  the 
prime  mover  of  the  drama.  It  is  possible  to  present  a  drama  purely 
in  pantomime  but  this  is  not  the  norm,  for  speech  is  normal  to  people 
and  it  is  primarily  through  speech  that  our  thoughts  are  conveyed 
in  our  daily  living.  Professor  Baker  has  stated  that  "the  chief  pur- 
pose of  good  dialogue  is  to  convey  necessary  information  clearly." 
In  the  television  drama,  dialogue  is  aided  and  abetted  by  visual  ac- 
tion.   In  the  radio  drama,  the  dialogue  portrays  the  action. 

But  dialogue  in  drama  must  not  only  convey  information,  it 
must  depict  emotion.  If  it  lacks  emotion,  it  has  no  power  to  hold  our 
attention.  The  skill  of  the  dramatist  reveals  itself  in  his  ability  to 
combine  these  two  elements  of  dialogue:  information  and  emotion. 
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However,  the  playwright  may  often  have  to  qualify  the  emotional 
content  of  a  line  of  dialogue  since  the  same  line  may  have  many 
different  meanings. 

For  example,  in  the  following  brief  scene,  the  father  has  just 
returned  from  work  and  meets  his  boy  in  front  of  their  home.  He 
asks  about  the  boxing  tournament  in  which  his  son  participated  at 
the  Boys  Club. 


Wilmington 
How'd  you  come  out  in  the  boxing  tournament, 
son? 

Dan 

I  won. 

Wilmington 
Good  for  you.    That  makes  you  champion  of  the 
club,   doesn't  it? 

Dan 

(depressed)   I  guess  so. 

Wilmington 
(studies  his  son  anxiously)  You're  not  hurt? 

Dan 

Not  from  any  punching,  Dad. 

Wilmington 
I  see.   (gently)  Tell  me  what  happened,  son. 

The  son's  response,  "I  guess  so,"  could  have  been  made  with 
some  modesty,  but  happily,  which  would  indicate  that  he  was  glad 
to  have  won  the  decision.  However,  the  emotional  quality  indi- 
cated is  that  of  depression  which  informs  us  that  something  must 
be  troubling  the  boy.  No  youngster  would  normally  sound  depressed 
about  winning  a  boxing  match. 

You  will  note  that  in  response  to  his  father's  question,  "You're 
not  hurt?",  the  boy  replies,  "Not  from  any  punching,  Dad."  No  emo- 
tional qualification  is  needed  for  this  line.    The  line  implies  that  he 
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is  hurt  but  not  physically.  Had  Dan  merely  answered  "No,"  a  quali- 
fication would  have  been  needed.  An  unemotional  "No"  would 
merely  indicate  that  the  boy  was  not  hurt  physically,  without  other 
implications.  However,  even  the  "No,"  properly  expressed  by  the 
actor,  could  convey  the  desired  emotion. 

Characterization   by  dialogue 

You  have  probably 
read  a  critique  or  heard  someone  say  that  this  or  that  dramatist  has 
a  "good  ear  for  dialogue."  When  Paddy  Chayefsky  was  writing  his 
television  plays,  the  comment  was  made  that  he  might  have  followed 
his  characters  with  a  tape  recorder.  As  the  jacket  blurb  for  Chayef- 
sky's  Television  Plays  states:  "The  author  brings  these  people  start- 
lingly  close  to  the  reader  by  means  of  dialogue  that  captures  the  pre- 
cise nuance  of  speech  and,  at  the  same  time,  reveals  the  most  secret 
levels  of  character."  These  are  objectives  of  dialogue.  But  they  are 
objectives  not  easily  attained. 

The  beginner  often  has  difficulty  keeping  his  characters  in 
character.  When  this  happens,  the  fault  lies  primarily  in  the  fact 
that  the  characters  are  not  complete  entities  in  the  writer's  mind. 
You  can  try  a  simple  test  with  any  script  on  which  you  are  working. 
Transpose  the  lines  from  one  character  to  another.  If  it  appears  that 
each  character  could  just  as  easily  have  been  given  the  lines  of  the 
other,  then  the  dialogue  has  failed  in  one  of  its  most  important  func- 
tions :  to  create  and  reveal  character. 

Again,  go  back  to  your  models,  your  prototypes,  your  friends  of 
long  standing,  your  relatives,  acquaintances,  fellow  employees, 
teachers,  the  milkman,  the  postman,  the  boy  who  delivers  your 
papers.  Listen  to  them  speak.  Attune  your  ear  to  their  natural 
dialogue.  Each  individual  has  his  own  idiosyncrasies  of  speech. 
Some  vary  slightly.  Some  greatly.  But  remember,  each  is  an  indi- 
vidual and  you  want  to  create  individuals. 

Often,  it  will  be  necessary  for  you  to  exaggerate  to  some  extent 
a  speech  peculiarity  of  a  character.  This  will  have  the  effect  of  in- 
delibly stamping  the  character  in  the  minds  of  the  viewers.  How- 
ever, you  must  be  careful  not  to  turn  your  character  into  a  caricature 
by  over-exaggeration. 

In  delineating  character,  you  may  use  both  a  direct  and  an 
indirect  approach. 
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Direct:    (a)  the  character  describing  himself: 


Mrs.  Dixon 
Henry,  you're  wonderfully  persistent  and  I  adore 
you  for  it.  But  I  really  would  be  hard  to  live 
with.  I've  had  to  fight  all  my  life.  When  I  was 
left  a  widow,  and  Martha  just  a  baby  then,  I  had 
to  struggle  for  a  living.  I  remember  how  I  fought 
with  the  Board  of  Trustees  to  have  them  pay  me 
the  same  wages  as  the  men  teachers.  Everywhere 
I  went,  they  were  prejudiced  against  me,  because 
I  had  to  work,  and  they  penalized  me  because  I 
was  a  woman. 

Woodson 
I  understand.     Only  recently,   a  young  woman 
applied  for  admission  to  the  medical  college.    I 
was  the  only  one  voted  for  her  admittance. 

Mrs.  Dixon 
It's  bitterly  unfair,  Henry.  We're  supposed  to  be 
living  in  an  enlightened  age  .  .  .  the  very  end  of 
the  19th  century  .  .  .  but  women  are  still  shack- 
led, still  treated  as  inferior  beings.  I've  dedicated 
myself  to  fight  for  equality. 

(b)  Delineation  of  the  character  by  another  with  whom  he  is 
in  conversation: 

Woodson 
You're  tired,  Clara.  I  mustn't  keep  you  any  longer. 

Mrs.  Dixon 
No,  Henry,  please  sit  down.  Just  a  few  minutes 
longer.  Sometimes  I  think  I  ought  to  be  like  any 
other  woman  of  my  generation  .  .  .  like  Donna, 
perhaps.  I  imagine  it  would  make  life  so  much 
simpler.    But  I  can't,  Henry,  I  can't. 

Woodson 
Of  course  not.   You're  Clara  Dixon  ...  a  woman 
of  great  ambition  ...  of  high  ideals  .  .  .  and  prob- 


THE     DRAMA 


166 


ably  very  hard  to  live  with.    But  I'm  willing  to 
chance  all  that. 

Indirect:  Two  characters  describing  a  third: 

Mrs.  Andersen 
Clara's  such  a  remarkable  woman.   I  believe  she's 
the  most  brilliant  woman  I've  ever  known.    And 
so  daring.    Don't  you  think  so,  Dr.  Woodson? 

Woodson 
I  do,  indeed. 

Thus,  we  have  actually  three  different  approaches  in  the  use 
of  dialogue  to  delineate  character.  The  portrait  of  Clara  Dixon  is 
not  the  wrork  of  one  painter  for  there  are  many  who  have  sketched 
her  and,  indeed,  she  has  added  a  self-portrait. 


Selectivity 

Because  of  the  ar- 
bitrary time  limits  of  television  drama,  dialogue  must  be  highly  selec- 
tive. Each  line  should  have  some  bearing  on  the  progression  of  the 
play.  Again,  you  can  make  another  test  for  yourself  by  eliminating 
any  dialogue  of  which  you  are  not  sure.  If  the  story  line  remains 
clear,  if  no  necessary  information  is  deleted,  then,  in  all  probability, 
the  lines  are  superfluous.  The  experienced  television  playwright  has 
learned  the  value  of  words  and  has  acquired  the  ability  to  choose 
those  which  tell  the  most  in  the  least  time. 

Remember  that  the  information  your  dialogue  conveys  is  for 
the  benefit  of  the  audience  yet  it  must  not  appear  obvious.  All  the 
information  must  come  through  natural  dialogue.  This  principle  is 
more  explicitly  enunciated  in  the  section  on  Exposition. 


Author  and   protagonist 

We  have  spoken  of 
the  necessity  for  maintaining  the  individuality  of  your  characters. 
This  is  not  a  simple  task,  especially  when  it  involves  the  expression 
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of  ideas.  Often,  and  this  is  true  of  some  of  our  leading  playwrights, 
the  protagonist  is  obviously  the  author  speaking  rather  than  the 
character.  We  sense  the  protagonist  stepping  out  of  character  to 
deliver  a  message.  The  dialogue  performs  its  function  of  giving  in- 
formation but  its  overtness  will  lessen  its  impact.  Keep  your  ideas 
within  the  framework  of  your  drama  and  let  them  be  expressed 
through  the  personality  with  which  the  character  is  invested. 

Dialect 

Dialect  will  add 
flavor  to  your  play,  but  it  has  both  advantages  and  pitfalls.  First,  the 
writer  must  be  sure  of  his  ground.  If  he  knows  the  dialect  of  a  re- 
gion from  personal  experience,  then  he  can  probably  set  it  down 
with  a  great  deal  of  verisimilitude.  There  is  no  need,  however,  for 
the  writer  to  portray  the  speech  pattern  completely  phonetically. 
What  he  wants  to  get  across  is  the  "feel"  of  the  dialect.  In  some 
cases,  if  his  transcription  is  too  verbatim,  the  audience  will  have  a 
difficult  time  understanding  the  character.  Clarity  must  not  be  sac- 
rificed for  the  sake  of  dialect.  Overdoing  the  dialect  often  leads  to 
burlesque.  Proper  use  of  dialect  can  be  a  prime  factor  in  character- 
ization. As  Professor  Baker  commented:  "Nothing  more  quickly 
characterizes  than  dialect." 

For  an  example  of  dialect  in  a  television  play,  the  reader  is  re- 
ferred to  Jameson  Brewer's  "The  Glorious  Gift  of  Molly  Malloy," 
reprinted  on  pages  205-228. 


PANTOMIME 

The  next  time  you 
take  a  walk  through  your  neighborhood,  observe  the  reactions  of  peo- 
ple meeting  each  other.  Do  they  smile?  Do  they  shake  hands  vigor- 
ously? Do  they  pass  each  other  by  with  a  curt  nod?  Do  they  em- 
brace? Do  they  seem  embarrassed? 

Jot  down  a  few  notes  describing  your  reactions.  You  think 
these  two  people  like  each  other;  you  think  the  other  two  are  rather 
unfriendly.  In  other  words,  the  physical  reactions  of  people  to  each 
other  are  informative.  Even  the  lack  of  emotion  is  enlightening. 
It  tells  you  the  individual  is  a  cold  fish,  or  inhibited  or  very  placid. 
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Thus,  the  emotional  reactions  of  your  characters,  their  facial 
expressions,  their  gestures,  in  effect,  become  another  tool  for  char- 
acterization and  for  exposition.  Suppose  you  are  writing  a  crime 
drama.  You  have  a  scene  where  the  heroine  is  in  her  room  alone. 
There  is  a  knock  at  the  door.  She  goes  to  open  it.  A  man  enters. 
She  steps  back,  her  face  contorted  in  fright.  The  pantomime  is 
revelatory.  It  informs  you  that  she  is  afraid  of  the  man.  The  dia- 
logue will  tell  you  why. 

There  is  a  story  which  went  the  rounds  about  the  super-sales- 
man who  tried  to  convince  a  skeptical  manufacturer  that  daytime 
TV  dramas  reached  a  tremendous  women's  audience.  Even  if  the 
women  become  too  busy  with  their  housework  to  keep  their  eyes  on 
the  screen,  they  can  still  enjoy  the  programs,  the  salesman  insisted 
enthusiastically.  "There's  never  a  pause  in  the  dialogue.  As  a  matter 
of  fact,  it's  just  like  radio!" 

Of  course  television  isn't  just  like  radio,  and  if  there  is  one 
single  factor  which  differentiates  the  two  media,  it  is  visual  action: 
the  pantomime.  Television  brought  sight  and  movement  to  its 
"blind"  predecessor,  and  the  capable  television  craftsman  takes  full 
advantage  of  the  great  opportunity  which  this  new  medium  affords 
him.  He  learns  to  think  visually,  to  decide  where  action  can  stand 
alone  and  where  it  can  supplement  dialogue. 

In  the  following  scene  from  "The  Great  Guy,"  an  episode  of 
the  "Father  Knows  Best"  series,  there  are  some  excellent  illustrations 
of  pantomime.  Bud,  the  teen-age  son  of  the  Andersons,  has  decided 
to  take  a  job  after  school  at  the  newspaper  plant.  His  parents  warn 
him  that  the  strain  will  be  too  much  but  he  is  determined.  After  an 
evening  of  pushing  loads  of  newspapers,  tying  them  into  bundles, 
etc.,  Bud  returns  home,  to  say  the  least,  weary. 

Int.  hallway  —  night 

Medium  close   shot  Margaret 

She  is  coming  down  the  stairs.    We  hear  the  front  door  o.s.    She  halts 

on  the  stairs  and  reacts  slightly  to  what  she  sees. 

Medium  close  shot  Bud  from  Margaret's  pov 
He  is  shuffling,  completely  worn  out,  toward  the  bench  in  the  hallway. 
He  is  carrying  his  jacket,  or  rather  dragging  it.  He  also  has  a  few  copies 
of  the  newspaper.  He  flops  down  on  the  bench,  gives  a  big,  weary  sigh, 
and  his  head  droops.  His  jacket  slips  from  his  hand  and  falls  to  the  floor 
in  a  heap.   The  papers  slide  to  the  floor  also. 
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Ohhhhh 


Bud 

(moans  softly) 


Kathy,  Bud's  younger  sister,  enters,  spies  Bud  and  reminds  him 
that  he  has  promised  to  teach  her  how  to  "bop."  She  is  going  to  a 
party  soon  and  she  wants  to  learn  to  dance.  Bud  wearily  waves  her 
away.  Kathy  is  insistent  and  Margaret  (Mrs.  Anderson),  who  has 
been  watching  the  scene,  tells  Kathy  to  let  her  brother  alone,  he's 
exhausted.  This  brings  Bud  to  his  feet  and,  in  a  show  of  bravado, 
he  insists  he  feels  great  at  which  point  Kathy  demands  he  teach  her 
to  dance. 

Kathy 

All  right  then,  if  you  feel  so  good,  why  don't  you 
teach  me  to  bop? 

Bud  shoots  her  a  quick,  dirty  look,  then  smiles  gayly  for  Margaret's 
benefit. 

Bud 

Well,  I'm  going  to.   I'm  dying  to.   Have  to  use  up 
all  this  energy  someway. 

Kathy 

Well,  good!  Come  on,  let's  rock! 

Kathy  starts  humming  a  rock  and  roll  tune,  as  she  grabs  Bud's  hands  and 
starts  executing  some  vigorous  bop  steps.  Bud,  covertly  glancing  at  Mar- 
garet, tries  to  respond,  but  it's  mostly  his  shoulders  that  do  the  respond- 
ing. His  feet  will  hardly  move.  Margaret  watches  this  a  moment, 
completely  unsold  on  Bud's  attempts  at  gay  activity,  and  then  she  walks 
out  of  scene  toward  the  dining  room.  The  minute  she  is  out  of  sight, 
Bud  pulls  away  from  Kathy. 

In  both  the  foregoing  scenes,  Bud's  actions  reveal  his  weariness 
more  effectively  than  any  amount  of  dialogue  could. 

Pantomime  can  also  be  an  effective  tool  for  characterization. 
Gestures,  physical  idiosyncrasies  are  often  very  revealing.  If  you 
saw  the  stage  or  video  version  of  "The  Caine  Mutiny  Court-Martial," 
you  were  undoubtedly  aware  of  Captain  Queeg's  constant  rolling  of 
the  two  steel  balls  in  his  hand,  a  gesture  revealing  inner  uneasiness. 
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There  are  some  gestures,  which  although  stereotyped  are  very  revela- 
tory: the  backslapping  extrovert,  the  shy  retreat  of  the  sheltered 
maiden,  the  finger  pointing  of  the  self-righteous. 

The  pantomime  the  dramatist  indicates  for  his  play  must  be  as 
much  in  keeping  with  the  characters  as  the  dialogue.  The  physical 
reactions  of  an  elderly  person  will  differ  from  those  of  a  youth.  The 
environment  which  has  helped  to  mould  your  characters  will  also 
influence  their  reactions.  A  young  woman  reared  in  luxury  may 
manifest  her  distaste  if  suddenly  brought  into  an  ancient  tenement. 
Her  facial  expression  of  disgust  or  displeasure  may  be  her  first  out- 
ward reaction. 

The  interplay  of  pantomime  and  dialogue  makes  for  greater 
emphasis,  as  in  this  scene,  also  taken  from  "The  Great  Guy."  Bud 
and  Freddy,  after  accepting  jobs  in  the  circulation  department  of  a 
newspaper,  find  that  the  circulation  manager  is  a  difficult  task- 
master, a  Simon  Legree  of  the  press  to  their  young  minds.  Their 
feeling  towards  him,  at  the  moment,  is  unmistakable. 

Unable  to  think  of  anything  sufficiently  devastating,  Freddy  finishes  his 
sentence  by  spreading  his  fingers  and  forming  two  large  cups  and  bring- 
ing them  together  with  a  diabolical  slow  crushing  effect.  ...  As  his  fingers 
nearly  meet  he  twists  the  cups  viciously. 

Bud 

(in  the   mood  —  diabolically) 
Have  you  ever  seen  that  machine  they  got  out  at 
the  quarry  for  crushing  rocks? 

Freddy 

Look  —  how  much  more  we  going  to   take  off 
that  little  guy?    Let's  quit. 

Bud 

(wavering) 
I  don't  know  ...  I  gotta  think  this  over.    I  gotta 
think  this  over. 

dissolve   to: 
Int.  kitchen  —  night 
close   shot  Bud 

He  is  supposed  to  be  drying  dishes  but  he's  pretty  oblivious  of  the  fact. 
He  slowly  moves  the  towel  around  on  a  small  bowl  he's  drying.  The 
camera  pulls  back  to  include  Betty,  washing  the  dishes.    She  stops 
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and  watches  Bud  curiously.  Now  his  face  becomes  grim,  and  Avith  the 
towel  and  bowl  he  makes  some  of  the  same  crushing  and  twisting  gestures 
that  Freddy  made  in  the  last  scene. 

The  question  as  to  how  visual  your  video  drama  ought  to  be 
depends  entirely  on  the  type  of  play.  A  western  or  adventure  drama 
may  be  mostly  visual.  A  drawing  room  comedy  will  depend,  more 
than  likely,  on  the  dialogue.  A  drama  of  suspense  may  place  a  good 
deal  of  emphasis  on  the  pantomime.  A  "Jimmy  Valentine"  story, 
which  reaches  its  climax  in  the  necessity  for  a  reformed  burglar  to 
open  a  safe  in  which  a  child  is  imprisoned,  makes  very  effective  use 
of  pantomime.  This  scene  concentrates  entirely  on  Valentine's  deft 
fingers  as  he  manipulates  the  dial  of  the  safe. 

Let  us  say  then  that  pantomime  should  be  used  whenever  ac- 
tion alone  can  tell  the  story  without  the  necessity  of  explanatory 
dialosue. 


EXPOSITION 

One  of  the  impor- 
tant hurdles  confronting  the  dramatist  is  the  problem  of  exposition. 
Since  time  is  of  the  essence  and  since  the  writer  has  been  told  re- 
peatedly that  every  line  of  dialogue  and  every  action  must  move  the 
play,  he  may  sometimes  feel  at  an  impasse  when  faced  by  the  neces- 
sity of  exposition.  How  does  he  explain  the  relationship  of  his  char- 
acters to  one  another?  If  he  is  writing  a  half-hour  play,  which  re- 
quires an  almost  immediate  unfolding  of  plot,  how  does  he  reveal 
the  details  which  must  have  preceded  the  opening  sequence?  How 
is  a  new  character  introduced?    What  is  the  time  period  of  the  play? 

All  these  elements  are  necessary  in  order  to  present  a  coherent 
story.  A  viewer  is  not  apt  to  be  absorbed  in  a  play  which  confuses 
him.  Yet  the  exposition  must  not  be  self-evident.  As  a  lovely  gown 
conceals  its  stitching,  so  must  a  well-made  play  veil  its  mechanics. 
It  is  the  "art  which  conceals  art." 

There  are  at  least  three  tools  which  the  writer  can  manipulate 
for  effective  exposition : 

1.  Monologue; 

2.  Dialogue; 

3.  Sets  and  Costumes. 
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Monologue 

In  utilizing  mono- 
logue, the  writer  may  employ  a  narrator  to  set  the  scene,  to  explain 
the  passage  of  time  and  to  comment  on  the  action.  This  is  the  sim- 
plest and  most  direct  way  of  handling  exposition.  Although  the  de- 
vice of  the  narrator  may  present  less  of  a  challenge  to  the  writer, 
there  are  instances  where  the  narrative  technique  may  serve  very 
effectively.  The  "Dragnet"  series  utilizes  this  technique,  as  the  fol- 
lowing excerpt  from  the  episode  entitled  "The  Big  Genius"  illustrates: 

Fade   in  : 

Int.  juvenile  squadroom  —  day  —  7:57  a.m.  —  Tuesday,  April 

10th   (Silent) 

We  see  closeup  of  locker.  Officer  Frank  Smith  walks  into  the 
scene,  opens  the  locker,  and  hangs  up  his  topcoat. 

Joe's  voice 
It  was  Tuesday,  April  10th.    We  were  working 
the    Morning   Watch    out   of   Juvenile    Division. 
My  partner's  Frank  Smith.    The  boss  is  Captain 
Powers. 

Frank  starts  to  close  the  locker,  and  a  jar  of  vitamin  pills  falls  off  the 
shelf.   Joe's  hand  enters  the  scene.    He  catches  the  pills.   As  he  does  so, 

CAMERA  PANS  UP  for  CLOSE  SHOT  of  SERGEANT  JOE  FRIDAY'S  face,  for: 

Joe's  voice 
(continuing) 
My  name's  Friday. 

Joe  hands  Frank  the  pills.  Frank  replaces  them  on  the  shelf  in  the 
locker  and  closes  the  door.  The  door  to  the  squadroom  opens  and  Dave 
Neff  enters.  Dave  is  in  his  forties,  well-dressed,  usually  self-controlled, 
but  at  the  moment  extremely  agitated.  In  pantomime,  Joe  and  Frank 
introduce  themselves.  Dave  ignores  the  introductions  and  speaks  what 
are  obviously  angry  words. 

Joe's  voice 

(continuing) 
The  parent  of  a  teenage  boy  came  in  to  see  us. 
He  was  understandably  upset.    Five  hours  earlier 
we  had  arrested  his  son. 
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camera  moves  into  a  close  shot  of  Dave.    His  face  is  tense  and  he 
is  trying  to  suppress  his  anger. 
Fade  out: 

You  will  observe  that  in  this  brief  sequence,  the  narrator  has 
imparted  to  us  a  great  deal  of  information :  who  the  protagonists  are, 
what  their  jobs  are,  and  the  time  period  of  the  play.  We  will  have 
a  further  analysis  of  this  particular  scene  and  the  entire  episode  of 
"The  Big  Genius"  in  the  Chapter  on  the  Series  Plays. 


Dialogue 

The  most  effective 
method  of  incorporating  the  necessary  exposition  in  your  play  is 
through  dialogue.  The  natural  flow  of  conversation  should  perform 
the  double  duty  of  carrying  along  the  play  and,  at  the  same  time, 
including  the  necessary  explanatory  details. 

Suppose  we  examine  some  illustrations  of  exposition  through 
dialogue.  Here,  to  begin  with,  is  an  example  that  is  the  essence  of 
simplicity  and  yet  thoroughly  demonstrates  our  premise. 

This  is  a  scene  which  takes  place  in  a  small,  neighborhood 
grocery  store.  An  elderly  man  is  behind  the  counter.  The  door 
opens  and  a  young  man  enters.    He  walks  up  to  the  counter. 

Young  Man 
Hello,  Pa. 

As  you  see,  there  are  no  more  than  two  words  of  dialogue  but 
immediately  they  inform  the  audience  of  the  relationship  of  the  two 
characters:  father  and  son.  Had  the  writer  merely  written,  "Hello," 
it  would  have  taken  at  least  another  line  of  dialogue  or  perhaps  a 
few  more  to  establish  the  relationship.  Perhaps  you  may  think  that 
this  illustration  is  cutting  it  pretty  fine.  But  the  fact  is  that  since 
the  television  writer  always  has  to  be  conscious  of  time,  every  line 
should  have  its  value.  Exposition,  especially,  requires  a  maximum  of 
information  with  a  minimum  of  wordage. 

The  dramatist  is  in  the  unusual  position  of  a  host  who  not  only 
must  introduce  his  guests  to  each  other  but  also  to  an  audience  which 
is  aware  of  his  every  action  and  yet  invisible  to  him.  It  is  an  audi- 
ence that  wishes  to  remain  unseen  but  still  expects  all  the  courtesies. 
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Therefore,  the  writer-host  must  proceed  to  enlighten  his  invisible 
guests  while  seemingly  unaware  of  them. 

From  one  of  the  episodes  of  the  "Father  Knows  Best"  series, 
entitled  "Spaghetti  for  Margaret,"  we  have  an  interesting  example  of 
exposition. 

Fade  in: 

Int.  kitchen  —  day 

close  shot  Margaret  (patio  door  in  bg) 
She  has  on  rubber  gloves  and  is  cleaning  the  stove,  as  the  patio  door  flies 
open,  and  Bud  barges  in,  causing  Margaret  to  cringe  in  fear  of  her  life. 
He  is  waving  a  small  card. 

Bud 
Hey,  mom!    Guess  what,  mom!    You  —  yon  are 
a    winner  I     An    E-flat,    gold-plated,    souped-up 
winner! 

Margaret 
I  am?    Winner  of  what? 

Bud 
Winner  of  what,  she  says.    Mom,  don't  you  re- 
member the  chance  I  sold  you  for  a  buck?    You 
know,  when  we  were  raising  money  for  the  Hi-Y, 
and  the  merchants  put  up  prizes  and  all  that? 

Margaret 
Oh,  yes   .   .   .  that. 

Bud 

Yes,  that.  And  today  we  had  the  drawing,  and 
you  —  oh  little  gray  haired  mother  of  mine  — 
you  are  a  big,  fat  winner! 

Margaret 
You   mean   I   actually   won   that   television   set? 

Bud 
Oh  no,  that  was  first  prize. 
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Margaret 
Oh.     Well  what  was   the   second  prize? 

Bud 

Second  prize  was  a  hickory-smoked,  sugar-baked 
Virginia  ham! 


Margaret 


Oh,  really?! 


Bud 

But  you  didn't  win  that  either.    You  got  the  thir- 
teenth prize. 

Margaret 
Thirteenth? 

Bud 

And  here's  the  little  beauty  right  here. 

(shows  her  the  card) 
A  spaghetti  feed  for  one  at  Lazarro's  Pizza  House. 
Pretty  cool,  huh? 

Margaret 

(taking  card) 
Downright  freezing. 

This  opening  sequence  is  written  in  a  style  particularly  suited 
to  the  situation  comedy.  For  our  purposes  of  study,  it  is  an  instruc- 
tive instance  of  exposition  informing  the  audience  of  actions  preced- 
ing the  opening  scene  which  are  pertinent  to  the  plot.  Even  if  this 
were  the  first  episode  a  viewer  had  witnessed  of  the  "Father  Knows 
Best"  series,  he  would  be  informed  immediately  of  the  relationship 
of  the  two  people  who  first  meet  his  eyes.  Bud's  first  words  are 
"Hey,  mom!" 

From  Bud's  excited  conversation  with  his  mother,  we  learn 
about  the  fund-raising  raffle  that  led  to  Margaret's  winning  the  free 
spaghetti  dinners.  This  incident  eventually  leads  to  the  climax  of 
the  play.  The  dialogue  is  natural.  It  holds  our  interest  and  it  en- 
lightens us. 

It  is  entirely  plausible  to  us  that  in  the  press  of  household 
duties,  Margaret  would  hardly  keep  in  mind  the  dollar  she  had  once 
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donated  to  the  Hi-Y  fund.  It  is  therefore  perfectly  normal  for  Bud 
to  refresh  her  memory.  In  using  this  device,  the  writer,  Roswell 
Rogers,  is  managing  his  exposition  expertly.  Bud,  apparently  re- 
freshing the  memory  of  his  mother,  is  actually  informing  the  audi- 
ence. We  will  also  have  a  detailed  analysis  of  this  episode  from 
"Father  Knows  Best"  in  the  section  on  Situation  Comedv. 


Sets  and   costumes 

The  physical  scenes 
themselves  may  be  valuable  aids  to  exposition.  A  set  which  depicts 
a  living  room  with  the  wallpaper  peeling  in  spots,  the  sofa  old  and 
soiled  and  a  few  rickety  chairs,  speaks  eloquently  of  its  occupants. 
Obviously,  they  are  poverty-stricken. 

A  set  which  shows  a  den  with  a  large-screen  television  set  and 
an  Eames  chair  tells  us  that  this  is  a  contemporary  home  whose  oc- 
cupants have  very  modern  tastes.  If  yours  is  a  period  play,  let  us  say 
of  the  colonial  or  Victorian  era,  the  set,  with  its  appropriate  furnish- 
ings, will  inform  us  of  the  time  period.  In  like  manner,  the  costumes 
of  the  actors  are  visual  aids  to  our  recognition  and  understanding. 

The  writer  may  go  into  fairly  elaborate  detail  in  describing  the 
various  sets  of  his  play  and  the  costumes  of  the  cast.  On  the  other 
hand,  he  may  use  just  a  few  explanatory  lines,  and  leave  the  details 
to  the  scenic  designer.  But  whether  he  elaborates  or  is  brief,  he  will 
be  contributing  to  the  exposition. 

His  scene  description  may  simply  indicate: 

Fade  in: 

The  dining  room  of  the  Foster  home,  a  typical  dining  room 
OF  a  typical  middle  income  suburban  home. 

Or  he  may  elaborate : 

Fade  in: 

The  kitchen-dining  room  of  the  Bleaker  flat,  its  poverty  is 
all  too  evident,  from  the  ancient,  wheezy  refrigerator,  the 
equally  ancient  gas  stove,  to  the  walls  sadly  in  need  of 
paint.  a  large  round  table,  one  of  whose  legs  is  wobbly, 
stands  in  the  center  of  the  large  room.    there  are  a  half 
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DOZEN  HARD  BACKED  CHAIRS  AROUND  THE  TABLE.  A  WORN  OILCLOTH 
SERVES  AS  A  TABLECLOTH.  IT  IS  EVENING,  NEAR  THE  DINNER  HOUR. 
THE  ROOM  IS  POORLY  LIT  AS  IF  THE  LIGHT  BULBS  WERE  OF  A  SMALLER 
SIZE  THAN  NECESSARY,  WHICH  THEY  ARE.  THE  TIME  OF  YEAR  IS  LATE 
NOVEMBER.  MRS.  MARY  BLEAKER  IS  AT  THE  STOVE  ON  WHICH  A  SOUP 
POT  IS  BEING  HEATED.  SHE  IS  OF  MEDIUM  HEIGHT,  THIN  AND  PEAKED. 
SHE  IS  IN  HER  EARLY  FORTIES  BUT  LOOKS  MUCH  OLDER.  SHE  WEARS 
A  WORN  APRON  AND  AT  THE  MOMENT  IS  STIRRING  THE  SOUP  WITH  A 
WOODEN    LADLE. 

The  advantage  of  using  more  detail  should  be  apparent  from 
the  preceding  examples.  The  latter  description  is  full  and  shows 
that  the  writer  has  a  very  definite  picture  in  mind.  Evidently,  pov- 
erty is  the  theme  of  the  play.  In  either  case,  brief  or  detailed  scene 
description,  the  writer  should  be  sure  to  indicate  any  properties 
essential  to  the  plot. 


TRANSITIONS 

When  you  watch 
an  engrossing,  well-constructed  play,  you  are  unaware  of  all  the  hid- 
den devices  the  playwright  has  used  to  make  his  drama  run  smoothly. 
You  see  the  clock  ticking  away  but  you  do  not  see  the  clockwork. 
You  may  be  certain  that  in  the  well  written  play,  the  transitions  have 
been  carefully  thought  out.  If  they  weren't,  the  mechanism  of  the 
play  would  be  visible  and  the  end  result  would  be  to  destroy  the 
illusion. 

The  functions  of  transitions  are  to  show  the  passing  of  time 
and  to  provide  a  smooth  passage  from  scene  to  scene.  There  are 
several  transitional  devices  which  the  television  playwright  can 
employ : 

1 .  Dissolve  3 .   Film  Inserts 

2.  Fade  4.   Defocus. 

These  are  camera  devices  as  distinct  from  the  verbal  devices, 
dialogue  and  narration,  which  may  also  be  utilized  to  effect  transi- 
tions. 

Dissolves 

The  Dissolve,  as 
we  have  previously  explained,  generally  is  used  to  indicate  the  im- 
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mediate  passage  from  one  scene  to  another.  In  this  sequence  from 
"The  Great  Guy,"  a  "Father  Knows  Best"  episode,  Bud  and  Freddy 
are  beginning  to  question  the  wisdom  of  their  having  accepted  jobs 
in  the  newspaper  circulation  office. 

Sink 
C'mon,  we'll  go  punch  in  your  cards,  and  then 
cover  you  with  a  little  blood,  sweat  and  ink. 

Sink  walks  out  of  the  scene.  Bud  and  Freddy  stand  there  a  moment,  and 
exchange  glances  that  indicate  they're  not  sure  they  like  what  they're 
getting  into.    They  obviously  have  little  love  for  this  man  Sink. 

Freddy 
(sotto) 
Let's  quit. 

Bud 

Quit?     We    haven't    started    workin'    yet.     You 
can't  quit  till  after  you  start. 

Freddy 
Let's  start  then. 

Sink's  voice   (o.s.) 
C'mon,   c'mon,  c'mon! 
The  boys  jump  as  though  they've  been  shot  with  a  poison  arrow. 

Close  shot     Sink 

He  is  standing  near  the  inserting  table  looking  at  the  boys  o.s. 

Sink 
They  tell  me  the  art  of  conversation  is  a  lost  art. 
Let's  don't  try  to  revive  it  right  now,  eh?    C'mon! 
He  turns  and  strides  off  as  the  boys  run  into  the  scene  following  him, 
and  we: 

Dissolve  to: 
Int.   circulation  department  —  day 

Medium  close   shot     Bud     Freddy  and  a  bundle  tyer 

Both  Bud  and  Freddy  have  aprons  on,  and  Freddy  is  wearing  a  fingerless 
glove  and  finger-cutter  on  his  right  hand.  He  is  sweating  as  he  tries  to 
tie  a  bundle  in  the  accepted  manner.  Bud  is  back  of  the  tyers,  and  he 
also  is  sweating  as  he  lifts  a  tied  bundle  from  in  front  of  the  next  Iyer, 
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and  stacks  it  on  the  almost-loaded  turtle  truck.  A  worker  enters  the  scene 
(from  direction  of  inserting  table)  and  places  another  stack  of  25  papers 
in  front  of  the  tyer.  Bud  now  moves  beside  Freddy  to  pick  up  Freddy's 
tied  bundle.  Both  boys  look  real  beat,  and  dirty.  They  stop  working  for 
a  moment,  breathing  heavily. 

The  Dissolve  may  also  be  used  to  show  simultaneous  action  in 
two  different  scenes  as  in  this  sequence  from  "The  Edge  of  Night." 
Sara  has  received  a  telephone  call  from  her  fiance,  Mike,  a  Lieuten- 
ant in  the  police  force.  During  the  conversation  she  hears  a  couple 
of  shots. 

Sara 
(this  is  what  frightens  her)  Grace  — 
right  after  Mike  said  wait  a  minute  —  he  said 
something  else  and  —  and  then  I  —  I'm  sure  I 
heard  two  shots.  .  .  .  (Grace's  face  shows 
her  fear) 

Grace 
Now  —  how  could  you  tell  it  was  a  shot  —  over 
the  telephone  — 

Sara 
(in  the  phone)  Mike  —  Mike  .  .  .   !    Hello, 
hello  .  .  .  ! 

Grace 
It  could  have  been  a  —  a  truck  back-firing,  or 
a  bad  connection.  .  .  .  Sometimes  you  hear  all 
sorts  of  popping  noises  on  a  phone  — 

Sara 
(in  the  phone)  Oh,  please,  please.  .  .  .  Hello, 
hello  — 

Grace 
Rap  on  it  with  something  .  .  .  (she  picks  up  a 
pencil   from   the   phone   table)   Here  use 
this  — 

(Sara  raps  sharply  on  the  transmitter 
with  the  pencil) 
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Sound:  pencil  tapping  hard  on  trans- 
mitter. 

Sara 
Hello   —  hello   —   Mike   —   Charlie   —   some- 
body — 

Dissolve  to  — 

Scene  IB 
(the   front   hallway   "outside   of   Rose's 
dressing  room,"  in  the  phone  area,    come 
in  on  the  dangling  phone  from  which  we 
can  hear  the  rasping  indistinct  filtered 

VOICE) 

Sara 
Hello,  hello  —  Mike  —  Mike  .  .  .  ! 

Sound:  the  tapping  of  the  pencil  on  the 
transmitter. 

(pull  rack  to  show  Mike  lying  on  the 
floor,  motionless.  charlie  enters  the 
hallway  with  drawn  gun.  he  sees  mlke 
and  runs  to  him.) 

Here  we  actually  have  the  use  of  sound  combined  with  the 
Dissolve.  The  pencil  tapping  in  both  scenes  is  indicative  of  simul- 
taneous action.  Music  can  also  be  utilized  with  the  Dissolve  to 
maintain  the  transitional  mood.  However,  where  the  writer  always 
indicates  musical  transitions  (bridges)  in  the  radio  play,  he  seldom 
indicates  music  in  his  television  script.  This  is  generally  left  to  the 
director  and  musical  arranger. 

Matching    dissolves 

This  is  a  device 
which  affords  a  flowing  transition.  It  involves  the  use  of  a  similar 
prop  or  action  at  the  end  of  one  scene  and  the  beginning  of  the  next. 

Louis 

LOOKS   UP   AT   HIS    MOTHER,    SMILING. 

Mama  .  .  .  you're  wonderful. 
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she  exits.    Louis  turns   back  to  study  her  painting  on   the 

EASEL.  THE  CAMERA  RESTS  ON  THE  ABSTRACT  FOR  A  MOMENT,  THEN 
DISSOLVE  TO  A  CEZANNE  PRINT  WHICH  HANGS  ON  THE  WALL  OF  THE 
KITCHEN. 

The  above  is  an  instance  of  using  stationary  props  for  the 
matching  dissolve.   Here  is  an  example  of  action. 

Louis  turns  to  the  wall  and  checks  one  of  the  picture 

HANGERS.  IT  APPEARS  LOOSE  TO  HIM  SO  HE  PICKS  UP  THE  HAMMER 
WHICH  IS  LYING  ON  A  CHAIR  AND  BEGINS  TO  TIGHTEN  THE  PICTURE 
HANGER.  THE  CAMERA  FOCUSES  ON  THE  ACTION  OF  THE  HAMMER. 
DISSOLVE  TO  COURTROOM  WHERE  CAMERA  PICKS  UP  GAVEL  HAMMER- 
ING ON  judge's  BENCH. 

There  are  innumerable  matching  dissolve  devices  which  the 
writer  may  employ  for  denoting  time  passage.  He  may,  for  example, 
show  a  flower  pot  with  the  seed  just  beginning  to  sprout.  In  the 
following  scene,  the  plant  is  full  grown.  Or  he  may  use  this  device 
in  reverse.  We  see  a  vase  with  roses  in  bloom.  In  the  next  scene, 
the  roses  have  withered.  Actually,  such  devices  are  only  limited  by 
the  playwright's  inventiveness. 

Although  the  matching  dissolve  provides  an  interesting  device, 
there  is  a  danger  of  the  writer  becoming  so  enamored  of  his  own 
inventiveness  that  he  overdoes.  Matching  dissolves  should  be  used 
sparingly  in  the  course  of  a  play,  otherwise  their  effectiveness  is 
lessened. 

Fades 

Suppose  the  writer 
wishes  to  show  the  passage  of  a  few  hours.  To  do  this,  he  may  em- 
ploy the  familiar  clock  device. 

John  is  pacing  the  floor,  we  see  the  harried  look  on  his  face, 
he  stares  up  at  the  clock  on  the  wall.  it  is  three  p.m.  the 
camera  focuses  on  the  clock  for  a  few  seconds.  fade  out. 
then  fade  in  again  on  the  clock.  it  is  five  p.m.  pull  back  to 
show  John  still  pacing  the  floor. 

If  the  passage  of  time  calls  for  days,  weeks,  months  or  even 
years,  another  tried  and  true  device  is  the  use  of  the  calendar.    Here 
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the  camera  may  be  brought  in  for  a  Closeup  of  a  calendar  showing 
the  date  and  then  by  using  the  fade  out,  fade  in  technique  we 
would  bring  the  camera  in  again  showing  the  advanced  date  or,  if 
this  were  a  flashback,  the  past  date.  Films  often  employ  the  trick 
device  of  showing  calendar  pages  turning  or  falling. 

The  fade  out  is  always  used  for  a  curtain  scene  at  the  end  of 
an  act  or  preceding  the  commercial.  In  this  scene  from  "The  Great 
Guy"  a  climax  is  reached  as  Bud  Anderson  believes  he  is  being  fired. 

Sink 
(without  looking  toward  the  boys) 
Anderson,  the  Personnel  Manager  wants  you  to 
report  to  his  office. 
Bud  and  Freddy  react.    As  Sink  tosses  his  match  away  he  glances  at 
Bud,  and  then  exits.    It  takes  a  moment  for  the  boys  to  recover. 

Freddy 
You  got  the  sack,  boy. 

Bud 

(grimly) 
Yeah!  .  .  .  Didn't  have  enough  nerve  to  tell  it  to 
my  face!    Well,  boy,  I'm  going  to  report  to  the 
Personnel   Manager   all  right.     And   the   report's 
going  to  be  about  —  one  Mister  Sink!  ! 

Fade  out. 

Commercial 
Fade  in: 

Int.  kitchen  —  night 

Medium  close   shot     Betty     Jim  and  Margaret 
Margaret,  halting  her  operation  of  slicing  a  cucumber  into  a  salad,  is 
looking  apprehensively  at  Betty.    Jim,  evening  newspaper  in  hand,  is  also 
looking  at  Betty,  who  has  on  jacket  and  is  carrying  school  books. 

Jim 
Well,  now  wait,  you  say  Freddy  told  you  this? 

Betty 

Yes,  he  was  just  coming  from  the  newspaper 
office  when  I  saw  him.  He  said  Bud  and  this 
Sink   fellow  had   this   awful   fight,   and   then  — 
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The  fade  in,  of  course,  always  follows  a  fade  out  since  you 
have  gone  to  a  blank  screen  and  have  to  bring  the  picture  completely 
back  whereas  in  a  dissolve,  both  pictures  may  be  visible  simul- 
taneously, for  a  very  brief  time.  Where  you  wish  to  denote  the  pas- 
sage of  several  hours  or  days,  during  an  act,  you  may  employ  the 
device  of  fading  out  to  black,  a  transitional  method  which  has 
the  screen  dark  for  an  instant. 


Film   inserts 

The  use  of  film  in- 
serts or  film  clips  as  transitional  devices  applies  specifically  to  live 
video  dramas.  This  technique  is  employed  quite  often  and  very 
skillfully.  However,  if  you  find  it  necessary  to  call  for  film  inserts 
in  your  play,  they  should  be  of  the  type  that  are  readily  available 
from  film  libraries,  otherwise  special  film  inserts  are  quite  expensive 
to  produce.  An  auto  chase,  mob  scenes,  horses  galloping  into  the 
distance,  planes  flying,  ships  at  sea,  these  types  of  sequences  fall  into 
the  stock  category.  If  you  were  writing  a  video  play  about  the  Ko- 
rean conflict,  or  about  World  War  Two,  for  live  production,  there 
would  be  no  problem  in  obtaining  film  footage  of  an  artillery  bar- 
rage, a  patrol  in  action,  and  the  like. 

In  this  scene,  Matt  and  Bill  are  out  on  night  patrol  but  have 
lost  contact  with  the  main  body  of  the  patrol  in  the  darkness. 

Matt 
Don't  like  this  quiet,  Bill  .  .  .  it's  too  quiet.  .  .  . 

Bill 

Yeah  .  .  .  and  so  blasted  dark,  can't  see  a  thing 
...  we  sure  lost  our  patrol.  .  .  . 

Sudden  bursts  of  rifle  fire 

Hey  .  .  .  that's  them  .  .  .  over  to  the  right  .  .  . 
let's  go,  Matt.  .  .  . 

Dissolve   to: 

Film  insert  .   .   .  rifle  fire   .   .   .  artillery  bursts   .   .   .  men 

scurrying  for  cover  in  the  dark  ...  a  shell  burst  lights  up 

THE    SKY. 

Dissolve  to: 

Bill  lying  wounded  on  the  ground,  Matt  bending  over  him. 
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Matt 
Bill  .  .  .  Medic  .  .  .  Medic.  .  .  . 

Dissolving  from  live  to  film  to  live  is  readily  accomplished  but 
film  inserts,  like  matching  dissolves,  should  be  used  sparingly.  The 
too  frequent  use  of  film  clips  would  imply  that  perhaps  the  play 
should  have  been  filmed  entirely. 

Defocus 

This  is  a  device 
which  is  used  generally  for  flashbacks  and  since  we  are  devoting  a 
section  of  this  chapter  to  the  flashback,  the  defocus  will  be  discussed 
in  that  section. 

Verbal   transitions:   dialogue 

In  utilizing  dia- 
logue for  transitions,  it  is  essential,  as  we  have  continually  stressed, 
that  the  transition  speeches  be  an  integral  part  of  the  play.  The 
time  transition  can  be  accomplished  by  a  very  direct  reference,  as  in 
the  following  scene. 

Senator  Archer  has  just  read  in  the  morning  newspaper  that 
Clara  Dixon  is  going  to  run  for  president  of  the  United  States,  a  de- 
cision which  greatly  annoys  him.  He  tells  his  wife,  with  whom  he  is 
having  breakfast : 

Senator  Archer 
I'm  still  hopeful  this  story  is  a  complete  exaggera- 
tion. I  shall  investigate  it  as  soon  as  I  reach  my 
office.  If  it's  the  truth,  I  am  going  to  take  it  upon 
myself  to  warn  Mrs.  Dixon  that  she  is  being  both 
reckless  and  foolish. 

He  rises  and  walks  to  the  door.    Mrs.  Archer  rises  also,    she 
speaks  with  a  great  effort  just  as  he  reaches  the  door. 

Mrs.  Archer 
Hiram,  I   forbid  you! 

HE  STOPS  DEAD.  THEN  HE  TURNS  SLOWLY  AND  FACES  HER,  LOOKING 
AT  HER  AS  IF  HE  COULD  NOT  HAVE  HEARD  CORRECTLY. 
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Senator  Archer 
(with  cold  fury)  You  .  .  .  forbid  me!  .  .  . 
forbid  me!  .  .  .  Am  I  facing  rebellion  in  my  own 
home!  You  spend  a  few  minutes  speaking  to  that 
Dixon  woman  and  this  is  the  result.  Emily, 
you've  had  a  bad  morning.  You'd  better  come  to 
your  senses.  And,  most  of  all,  remember  your 
place! 

He  stalks  out.  Mrs.  Archer  sinks  back  slowly  into  her  chair, 
visibly  shaking.  the  camera  moves  in  to  catch  the  struggle 
in  Emily  Archer's  face  as  she  strives  to  control  her  tears, 
fade  to  black. 

Fade  in  Clara  Dixon's  office,  camera  moves  in  for  closeup 
of  Mrs.  Dixon,  amused  and  expectant,  then  dollies  back  to 
catch  Senator  Archer  storming  into  her  office. 

Mrs.  Dixon 
Good  afternoon,   Senator,  how  nice  to  see  you 
again.    Won't  you  sit  down. 


Verbal  transitions:   narrative 

In  the  hour  drama 
series,  "Robert  Montgomery  Presents,"  Mr.  Montgomery  introduced 
each  act  of  the  play  with  a  few  words  about  the  time  and  place  of 
the  scene  and  the  events  about  to  occur.  Many  other  series  employ 
a  "host,"  such  as  "Lux  Video  Theater,"  "G.  E.  Theater,"  "Alfred 
Hitchcock  Presents." 

The  narrative  technique  is  employed  by  some  adventure  and 
crime  drama  series,  such  as  "Dangerous  Assignment."  In  this  series 
the  narrator,  Brian  Donlevy,  is  also  the  hero.  The  narrator  in  such 
series  handles  transitions  by  direct  statements:  "I  had  a  tough  time 
getting  out  of  Budapest,  but  I  made  it  and  headed  for  the  Austrian 
border  with  a  dozen  refugees."  Or,  "It  was  ten  o'clock  when  the 
plane  landed  in  Lisbon.   An  hour  later  I  was  at  the  Cafe." 

Transitions  may  be  made  very  readily  from  first  to  third  person, 
as  in  the  following  scene. 

Shot  of  inside  of  train  coach,    move  in  for  closeup  of  Ioe 
Jensen,    he  is  staring  thoughtfully  out  of  the  window. 
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Jensen 
It  all  began  when  I  decided  to  go  home.  I  hadn't 
been  home  in  ten  years.  I  didn't  know  what  kind 
of  a  welcome  I'd  get.  I  knew  Ma  would  be  at  the 
station.  I  guess  I  hadn't  realized  how  much  a 
person  can  change  in  ten  years. 

Dissolve  to  film  insert  of  train  speeding  along,    then  dis- 
solve   TO    STATION    PLATFORM.      WE    SEE    THE    SIGN    "PlATTSVILLE." 

the  camera  picks  up  mrs.  jensen,  tired  looking,  and  old.    joe 
comes  on  screen  walking  swiftly  towards  his  mother. 

Jensen 
Ma  .  .  .  Ma  .  .  . 


Cover  scenes 

In  the  filmed  play, 
there  is  no  need  for  the  writer  to  be  concerned  with  the  time  it  takes 
for  costume  changes  or  for  actors  to  get  from  one  set  to  another. 
However,  the  writer  of  the  "live"  play  must  be  aware  of  these  re- 
quirements. He  cannot  have  the  same  character  appear  at  the  con- 
clusion of  one  scene  and  at  the  very  beginning  of  another  if  a  change 
of  costume  is  necessary.  The  writer  must  also  realize  that,  physi- 
cally, sets  may  be  many  feet  apart  and  even  the  fastest  sprinter 
among  the  thespians  will  need  a  few  seconds  between  sets.  There- 
fore, the  video  dramatist  has  to  plan  transitions  to  take  care  of  these 
physical  factors.  Your  cover  scene  must  appear  to  the  audience  as 
an  essential  part  of  the  play  and  not  as  a  discernible  device. 

In  the  following  script  example,  Mrs.  Dixon,  a  lawyer,  is  seen 
dressed  formally  for  a  party  at  her  home.  The  next  scene,  which 
requires  a  complete  change  of  costume,  takes  place  in  her  office,  a 
few  mornings  later. 

Woodson 
And  now  I  mustn't  keep  you  any  longer.    It's 
been   a   wonderful   party,    Clara. 

Mrs.  Dixon 
(regards   him   fondly) 
Thank  you,  Henry.    Good  night. 
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He  rises,  then  bends  over  to  kiss  her  cheek. 

Fade  out. 

Fade  in  reception  room  of  Mrs.  Dixon's  office,    it  is  a  few 

mornings  later.    Hannah,  her  secretary,  is  at  her  desk,    she 

is  busily  typing. 

Alice  Colton  enters,    she  is  in  her  late  thirties,  thin  faced, 

a  small  woman  physically,  but  very  high  spirited. 

Colton 

(sprightly) 
Good   morning,   Hannah,   good   morning. 

Hannah 
(stops  typing  abruptly  and  looks  up 
startled  out  of  her  concentration.) 
Oh  .  .  .  Miss  Colton  .  .  .  good  morning. 

Colton 
Is  Mrs.  Dixon  in? 

Hannah 
She  hasn't  returned  from  court  yet,  but  I  believe 
she'll  be  here  soon.    Was  she  expecting  you? 

Colton 
I'm  afraid  not,  but  I'll  wait. 
seats  herself. 

Hannah 
Mrs.  Dixon  told  me  this  would  probably  be  a 
brief  session. 

Colton 
What  case  is  she  trying  now? 

Hannah 
It's  the  Rogers  case,  Miss  Colton. 

Colton 
Rogers?  .  .  .  Oh,  yes,  the  young  lad  accused  of 
murder.    I've  read  about  it  in  the  papers   .   .   . 
sordid  business.    How  on  earth  did  Mrs.  Dixon 
get  mixed  up  in  that  one? 
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Hannah 
The  boy's  mother  came  in  here,  crying.  She  told 
Mrs.  Dixon  she  didn't  have  the  money  the  lawyers 
wanted  to  defend  her  boy  and  she  didn't  want  to 
throw  herself  on  the  mercy  of  the  court,  or  take 
any  lawyer  the  court  appointed.  She  pleaded 
with  Mrs.  Dixon  to  take  the  case  and  you  know 
how  Mrs.  Dixon  is   .   .   . 

COLTON 

I  know  ...  I  know  ...  a  perfectly  splendid, 
generous  person.   .   .   . 

Clara  Dixon  enters  briskly,  carrying  a  brief  case,    she  stops 
as  she  sees  alice  colton. 

This  cover  scene  gives  Clara  Dixon  ample  time  to  change  her 
costume.  It  has  also  added  information  regarding  the  character  of 
Mrs.  Dixon  and  helped  the  progression  of  the  play.  It  has,  there- 
fore, served  a  threefold  purpose  and  is  an  essential  part  of  the  play. 


THE    FLASHBACK 

The  flashback  is  a 
device  for  portraying  an  episode  of  the  past  which  bears  a  relation  to 
the  current  action  of  a  play.  It  is  a  step  backward  into  time.  The 
flashback  can  be  very  effective  if  used  skillfully  and  sparingly.  How- 
ever, it  is  important  for  the  writer  who  wishes  to  utilize  this  device 
to  be  aware  of  the  technicalities  involved. 

The  viewer  is  accustomed  to  seeing  progressive  action.  It  is 
also  easier  for  him  to  follow  a  play  that  moves  forward  in  a  straight 
line.  If  you  have  ever  watched  or  listened  to  a  daily  serial,  you  may 
have  observed  that  the  flashback  is  rarely,  if  ever,  employed.  It  is 
also  true  that  most  television  dramas,  whether  one-shot  or  series,  use 
the  flashback  only  occasionally.  Nevertheless,  there  are  times  when 
the  writer  finds  that  the  flashback  is  extremely  helpful  to  his  play. 

Since  the  flashback  is  a  retrogression  in  time  as  opposed  to  the 
normal  progression  of  the  play,  it  requires,  as  it  wrere,  special  han- 
dling.   The  viewer  must  be  prepared  for  this  backward  flight.    He 
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is  watching  a  play  move  forward.  Suddenly,  the  writer,  in  essence, 
says  to  him:  "Now,  let's  stop  here  for  a  moment  and  go  back  a  day 
or  a  year  or  a  decade."  Since  all  of  us  are  blessed  with  some  imagina- 
tion, we  generally  do  not  find  it  too  difficult  to  accept  this  premise. 
But  we  cannot  be  hurtled  into  this  past  time  sequence  abruptly. 

In  order  that  the  flashback  sequence  may  take  place  smoothly, 
the  camera  must  be  put  to  most  effective  use.  One  common  method 
is  to  have  the  camera  go  out  of  focus  so  that  the  screen  is  blurred 
and  we  achieve  a  sort  of  mystic  effect  preparing  us  for  a  non-normal 
sequence.  Then  the  camera  comes  back  into  focus  and  we  are  now 
in  the  past.  This  effect  is  called  defocusing.  The  process  is  re- 
peated in  returning  from  the  past  to  the  present  action.  Music  is 
generally  blended  with  the  defocus  to  heighten  the  effect.  In  radio, 
music  plays  a  major  role  in  effecting  flashbacks.  If  two  or  more 
flashbacks  are  used  in  the  play,  it  is  good  practice  to  utilize  the  same 
musical  theme  whenever  the  flashback  occurs.  The  familiar  strain 
serves  to  alert  the  viewer  or  listener  to  the  oncoming  flashback. 

Another  device  the  writer  can  employ  is  that  of  matching  dis- 
solves, which  we  have  discussed  previously  in  the  section  on  transi- 
tions. If  his  story,  let  us  say,  were  about  an  old  charwoman  who 
had  known  better  days,  he  might  have  a  scene  of  the  old  woman 
down  on  her  knees  scrubbing  the  floor  of  a  deserted  office.  The 
camera  focuses  on  her  weary,  gnarled  hands;  then  there  is  a  slow 
dissolve  and  we  see  another  pair  of  hands,  young,  immaculate, 
lovely.  They  are,  of  course,  the  hands  of  the  charwoman  when  she 
was  young. 

In  like  manner,  the  same  device  can  be  used  with  settings.  We 
see  a  garden,  or  what  used  to  be  a  garden,  before  ugly  weeds  took 
full  control.  The  rustic  fence  that  surrounds  the  garden  is  falling 
apart.  An  elderly  man  comes  on.  He  stands  there  looking  sadly  at 
the  towering  weeds.  Again  there  is  a  slow  dissolve  and  we  see  the 
same  garden  but  now  the  weeds  are  gone,  the  fence  looks  new  and 
there  is  a  host  of  flowers  blossoming  in  the  sunlight. 

It  should  be  noted  at  this  time  that  it  will  make  a  good  deal  of 
difference  to  the  writer,  as  far  as  the  flashback  is  concerned,  whether 
the  play  is  to  be  filmed  or  live.  If  the  play  is  live,  a  cover  scene  may 
be  necessary.  For  example,  if  the  flashback  were  used  to  portray 
an  incident  which  occurred  to  the  heroine  a  year  or  two  ago,  a 
change  of  dress  would  be  necessary  and  the  actress  would  have  to 
have  time  to  make  that  change.    The  writer  would  have  to  provide 
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time  for  the  costume  change  much  as  he  would  in  a  forward  transi- 
tion where  the  same  character  appears  in  one  scene  immediately 
following  the  preceding  scene.  A  cover  scene  would  not  be  neces- 
sary for  a  filmed  play.  On  the  other  hand,  even  in  a  live  play,  no 
cover  sequence  would  be  necessary  if  the  flashback  were  to  take 
place  many  years  ago.  For  example,  if  a  young  man  were  to  recall 
an  incident  in  his  childhood,  naturally,  a  child  actor  would  play  the 
role  in  the  flashback  scene. 

For  purposes  of  study,  we  may  classify  flashbacks  into  three 
categories : 

1.  Thought  Sequence; 

2.  Narrative  Device; 

3.  Memory  Image. 


Thought  sequence 

To  illustrate  the 
use  of  this  type  of  flashback,  here  are  several  scenes  from  a  live  half- 
hour  television  play.  The  flashback  technique  is  utilized  throughout 
the  play  and  demonstrates  the  Thought  Sequence  to  the  full. 

The  scene  is  a  foxhole  on  a  Korean  hill,  it  is  night  and 
Corporal  Matt  Herkimer  is  on  sentry  duty  ...  a  lonely  vigil, 
sometimes  stabs  of  light  tear  across  the  darkness  and  the 
rumble  of  artillery  is  heard  in  the  distance.  then  it  is 
quiet.  we  can  make  out  corp.  herkimer's  face  dimly.  he  is 
about  23,  but  his  face  has  that  mature  seriousness  about  it 
which  young  men  acquire  who  have  gone  through  the  hell  of 
combat.  his  carbine  is  gripped  in  his  hands  as  he  sits  in  the 
foxhole.  he  stares  out  into  the  night  and  we  can  hear  his 
thoughts. 

Matt 

(recorded) 

I  don't  like  it.  It's  too  quiet.  The  gooks  ain't 
usually  this  quiet.  Usually  they'd  be  lobbin' 
mortars,  or  their  artillery'd  be  breakin'  loose.  Not 
that  they  hit  any  thin'.  Just  nuisance  value. 
Tryin'  to  break  up  our  sleep.  Maybe  they're 
asleep  too.  Maybe  they're  dreamin'  of  home. 
What  kind  of  homes  do  the  gooks  dream  about? 
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(a  light  flares  in  the  distance.  it  moves  back  and  forth, 
like  a  signal.   then  it  is  gone.) 

Matt 
(recorded) 

What's  that?  Must  be  some  sort  of  signal.  Came 
from  down  in  the  valley.  Don't  know  what  it 
could  be.    Don't  look  like  any  thin'  to  report. 

(There  is  the  eerie  whistle  of  the  sound  field  phone.  Matt 
picks  up  the  receiver  from  the  foxhole) 

(live) 

Corporal  Herkimer  .  .  .  no  .  .  .  Captain  Blake 
hasn't  been  by  this  hole  yet  .  .  .  okay  .  .  .  I'll 
tell  him. 

(He  PLACES  THE  RECEIVER  BACK  ON  THE  GROUND) 

(recorded) 

Wish  I  could  smoke.  Better  not.  In  this  dark- 
ness, it'd  be  like  a  beacon.  A  match'd  flare  up 
like  that  light.  Well,  it  won't  be  long  now.  I'll 
be  goin'  home  .  .  .  leavin'  these  black  ridges  of 
Korea  .  .  .  the  back  breakin'  hills  of  Korea  .  .  . 
the  smell  of  the  valleys.  Home  to  the  Blue  Ridges 
of  Virginia  .  .  .  the  clean,  sweet  air  of  the 
Shenandoah  valley. 

(The  camera  dollies  back  so  that  Matt  is  no  longer  visible. 
WE  see  only  the  bg.  and  the  stabs  of  light  in  the  distance 

BUT  WE   STILL  HEAR  MATT's  VOICE) 

And  the  nights,  blue  and  bright  with  a  million 
stars.  Remember,  Elly?  ...  It  was  Saturday 
night  and  we  were  just  comin'  out  of  the  movies. 
Jim  and  Claire  were  ahead  of  us. 

Fade  out 

(Fade  in  front  of  movie,  the  marquee  above  is  barely  visible. 
Jim  and  Claire  come  on  frame  as  if  exiting  from  movie,  they 
stand  before  entrance  and  wait.) 

Jim 

(looks  back) 

What  happened  to  Matt  and  Elly? 
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Claire 
If  you  can  remember,  Jim,  before  we  were  mar- 
ried, we  used  to  walk  very  slowly,  too,  arm  in 
arm. 

Jim 
Even  comin'  out  of  a  movie? 

Claire 
Even  comin'  out  of  a  movie. 

Matt 
(Coming   on,    holding   tightly   to   Elly's 
arm.     it  is   june   and   he   wears   an   open 
shirt.    elly  wears  a  summer  dress  with 
a  star  pattern.    she  leans  against  matt 

AS    THEY    STOP    BESIDE    JlM    AND    ClAIRE.) 

That  was  a  pretty  good  show,  don't  you  think  so, 
Jim? 

Since  this  play  was  written  for  live  production,  you  will  note 
the  cover  scenes  which  permit  Matt  to  make  a  quick  change  of 
costume.  Just  before  the  flashback,  we  hear  Matt's  voice  but  he  is 
no  longer  on  camera.  His  voice  has  been  prerecorded  for  this  scene. 
Then  as  the  flashback  sequence  opens,  we  see  Matt's  friends,  Jim 
and  Claire,  first  and  they  have  a  brief  conversation,  which  also 
serves  as  exposition.  In  this  instance,  we  learn  from  Jim  and  Claire's 
conversation  that  Matt  and  Elly  are  very  romantically  attached. 

As  the  scene  progresses,  Matt  and  Elly  are  alone  and  Matt 
proposes  to  her.  We  discover  also  an  element  of  conflict.  The  follow- 
ing dialogue  occurs  just  before  we  leave  the  flashback  to  return  to 
the  present. 


Matt 
I'm  the  one  who  cares  for  you,  Elly.    It  don't 
matter  what  Ma  thinks.   I  want  you  to  marry  me, 
Elly.  / 

Elly 
I  will,  Matt.    I  will. 
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Matt 

(he  embraces  her)  My  darlin'  .  .  .  my  darlin' 

.  .  .  my  Elly. 

(then  he  releases  her.  she  leans  back) 

Let  me  look  at  you,  Elly.    I  just  want  to  look  at 

you. 
(CU  of  Elly.  there  is  a  look  of  rapture  on  her  face,  we 
hear  matt's  voice  over  frame.) 

Matt 
I  remember  you  sittin'  there,  Elly,  leanin'  against 
the  haystack  .  .  .  and  all  the  stars  were  in  your 
eyes.    I  remember  that,  Elly. 

Fade  out. 

(Fade  in  Korean  hill.   Matt  is  in  foxhole,   he  is  leaning  for- 
ward,   ALERT,    HIS    CARBINE    HELD    IN    FIRING    POSITION.      A    FIGURE 

crawls  towards  the  foxhole.) 

Matt 
Halt!      (he    gives    the    password  —  first 
half  of  it)  Forest! 

Blake 

Green! 

(Captain  Blake  sits  up  at  the  edge  of  the 

foxhole) 

How  are  you  doing,  Matt? 

Matt 

(relaxed  now) 
Fine,  Captain  Blake. 

Blake 

Seen  anything  out  there? 

Matt 
No,    sir.     Everythin's    quiet    and    still.     There's 
been  some  artillery  thrown  over  there,  usual  nui- 
sance stuff,   sir.    Command  Post  wants  you  to 
call,  sir. 

For  the  cover  scene  this  time,  we  have  a  close-up  of  Elly  with 
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Matt  now  off  camera.  Again  his  voice  is  prerecorded.  There  is  a 
long  shot  of  the  Korean  hill  which  not  only  gives  Matt  a  few  addi- 
tional seconds  for  his  costume  change  but  serves  to  reorient  the 
viewer.  Now  the  cycle  is  complete.  We  have  met  Corporal  Matt 
Herkimer  in  the  present.  We  have  followed  his  thought  sequence  to 
the  past  and  returned  to  the  present. 

The  device  is  sound  and  appears  to  be  properly  motivated.  A 
soldier  alone  on  sentry  duty  would  very  naturally  have  thoughts  of 
home.  Therefore  the  device  is  acceptable  to  the  viewer  and  he  will 
have  no  difficulty  in  moving  with  the  play  from  the  present  back  to 
the  past. 

Narrative  device 

This  method  of 
utilizing  the  flashback  is  a  good  one,  particularly  for  children's 
stories.  Youngsters,  if  they  have  loving  parents,  are  accustomed  to 
having  stories  read  to  them  and  if  the  parents  are  both  loving  and  imag- 
inative, then  the  child  may  be  treated  to  tales  never  found  in  any 
anthology!  In  any  event,  the  role  of  the  storyteller  is  a  familiar  one 
to  the  child. 

Programs  such  as  "Mr.  I-Magination"  (which,  unfortunately, 
did  not  have  the  long  run  it  deserved)  and  the  former  "Gabby  Hayes 
Show"  made  good  use  of  the  narrative  device.  Generally,  this  genre 
of  program  features  a  narrator  and  a  child.  The  narrator,  or  story- 
teller, is  often  depicted  as  an  ancient  garrulous  soul  who  has  had  an 
infinite  number  of  adventurous  experiences.  After  some  brief  prod- 
ding by  the  youngster,  the  oldster  begins  his  tale  with  a  few  exposi- 
tory remarks  regarding  time  and  locale.  Then  comes  the  flashback 
to  an  actual  dramatization  of  the  story.  They  may  be  personal  stories 
in  which  case  the  narrator  always  plays  the  hero.  Or  they  may  be 
tales  of  legendary  figures  such  as  Paul  Bunyan. 

In  the  utilization  of  the  narrative  device,  the  story  may  be  told 
entirely  by  flashback.  If  the  play  is  of  a  half  hour  duration  with  a 
first  act  curtain,  it  is  acceptable  technique  to  return  to  the  narrator 
at  the  end  of  the  first  act.  He  may  then  add  impetus  to  the  situation 
which  has  ended  the  first  part  of  his  story  and  additionally  whet  our 
curiosity  as  to  the  outcome  of  the  events.  When  we  return  to  Act 
Two,  after  the  commercial,  the  storyteller  is  on  stage  again  with  the 
omnipresent  youngster  and  a  few  pertinent  remarks  that  lead  us  into 
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the  second  half  of  the  story.  At  the  conclusion  of  the  play,  the  story- 
teller returns  again  and  this  time  he  may  give  a  brief  preview  of  his 
story  for  the  coming  week. 

The  following  illustration  will  serve  to  demonstrate  this  form 
of  the  Narrative  Device : 

Fade  in:  a  shack  with  a  small  porch,  as  the  camera  moves  in 
FOR  A  M.C.U.,  we  see  an  old  man  sitting  on  the  steps  and  whit- 
tling AWAY   AT  A   PIECE    OF   WOOD   WITH   A   HUNTING   KNIFE.     HE    IS 

wearing  a  costume  of  the  old  west.  he  is  bareheaded  and 
what  is  left  of  his  hair  is  gray  and  frizzled.  a  youngster  of 
about  eight  enters.    he  approaches  the  old  man  familiarly. 

Boy 
Hi,  Pete. 

Pioneer 
looks  up 
Hi,  there,  Andy.    Come  on  an'  sit  down. 

Boy 

Sure. 

He  SEATS  HIMSELF  NEXT  TO  THE  OLD  MAN.  FOR  A  FEW  SECONDS 
THERE  IS  SILENCE  WHILE  THE  OLD  MAN  KEEPS  WHITTLING.  THE  BOY 
LOOKS  AT  HIM  EXPECTANTLY.  THE  OLD  MAN  STOPS  WHITTLING  AND 
GRINS    AT   THE    BOY. 


Waitin',   huh? 


I  sure  am. 


Pioneer 


Boy 


Pioneer 

Wal,  I  ain't  one  to  keep  a  youngun  waitin'.  Now, 
you  let  me  light  up  my  pipe. 

HE  TAKES  A  CORN  COB  FROM  HIS  SHIRT  POCKET, 
LIGHTS    UP    AND    PUFFS    CONTENTEDLY. 

Lemme  see.  Did  I  tell  you  about  the  time  I  rode 
smack  into  a  whole  herd  of  Comanches  on  the 
warpath.    .   .   . 

The  boy  nods. 
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Uh  .  .  .  huh  .  .  .  reckon  I  did.    But  not  about  the 
time  the  Apaches  made  me  a  blood  brother? 

The  boy  shakes  his  head. 

I  reckon  it  all  started  when  I  was  on  my  way 
to   the  old  fort.    .   .   . 

Lap  dissolve  to  shot  of  man  riding  horseback.  .  .  . 

The  Narrative  Device  may  have  several  variations.  Instead  of 
a  single  narrator,  many  characters  may  relate  their  version  of  a  story. 
"The  Remarkable  Incident  at  Carson  Corners,"  by  Reginald  Rose 
(S/x  Television  Plays,  Simon  and  Schuster),  is  an  outstanding 
example  of  this  technique.  A  youngster,  Billy  McGinnis,  has  been 
killed  in  a  fall  at  school  because  of  a  faulty  railing.  His  classmates 
gather  in  the  evening  at  the  schoolhouse  to  which  they  have  invited 
their  surprised  parents.  The  children  conduct  a  trial  accusing  the 
janitor  of  the  death  of  the  boy.  During  this  startling  trial,  some  of 
the  children  and  the  adults  give  their  version  of  the  events  leading 
up  to  the  death  of  Billy  McGinnis.  Each  witness  begins  with  a 
narrative  lead-in  to  a  flashback. 


Memory   image 

As  its  title  implies, 
this  type  of  flashback  utilizes  the  device  of  an  object,  a  setting  or  an 
individual  to  fan  the  spark  of  memory  in  the  protagonist.  The 
Memory  Image  differs  from  the  Thought  Sequence  in  that  the 
former  conjures  up  memories  of  deceased  individuals  while  the  latter 
generally  is  concerned  with  living  persons.  For  example:  the  son 
comes  upon  an  old  w7atch  which  belonged  to  his  departed  father 
and  the  timepiece  brings  back  memories  of  his  parent;  the  widow 
visits  the  grave  of  her  husband  and  recalls  the  struggles  and  joys 
they  shared;  a  man  sees  a  child  playing  in  the  street  and  is  reminded 
of  the  daughter  he  lost  in  an  accident;  a  soldier  orders  a  beer  in  a 
London  pub  and  as  he  looks  into  the  sparkling  foam,  he  sees  the 
dead  buddy  with  whom  he  had  many  a  drink.  The  Memory  Image 
definitely  calls  for  the  use  of  the  defocus  to  serve  the  purposes  of 
illusion. 

Open  with  long  shot  of  exterior  of  prosperous  looking  home. 
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a  gardener  is  tending  a  flower  bed.  an  elderly  man  comes  on 
scene.  he  walks  slowly,  leaning  heavily  on  a  cane.  he  is 
dressed  rather  shabbily.  he  stops  before  the  house  and 
stares  at  it.  move  in  for  closeup  of  the  man.  we  see  an  in- 
telligent face  but  one  that  is  lined  with  care.  pull  back  to 
bring  in  gardener  who  now  speaks  to  the  man. 

Gardener 
Something  I   can  do  for  you? 

Man 
No   .   .    .   no   .   .    .   I   .    .    .   er   .   .    .   this  is  the 
Desmond  residence,  isn't  it? 

Gardener 
It  was. 

Man 
Was?  .  .  .  Mrs.  Desmond  .  .  .  she  doesn't  live 
here   any  longer? 

Gardener 
She  died  a  year  ago. 

Man 
Oh  .   .  . 

Gardener 
You  knew  her? 

Man 

Yes  .  .  .  yes  ...  I  did  .  .  .  she  was  my  wife.  .  .  . 

The  gardener  stares  at  him  in  astonishment,  the  camera 
goes  out  of  focus  for  the  flashback.  in  focus  we  see  the 
well  furnished  living  room   of  the  desmond  home. 


LIVE    VS.     FILM 

While  watching 
television  dramas  you  may  have  noted  the  following  tag  lines:  "This 
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program  has  come  to  you  live  from  New  York,"  or  "This  program  has 
come  to  you  filmed  from  Hollywood." 

It  is  most  natural  that  filmed  dramas  originate  from  the  West 
coast.  Hollywood  is  the  home  of  the  film  industry,  still  the  giant  of 
the  entertainment  world.  The  screen  writers,  the  movie  actors,  the 
technicians,  the  vast  studios  are  all  there  in  abundance.  Hollywood 
has  the  film  know-how.  The  big  motion  picture  companies  have 
organized  their  television  subsidiaries,  e.g.,  Columbia  Pictures  has 
Screen  Gems  which  produces  such  filmed  series  as  "Father  Knows 
Best,"  "77th  Bengal  Lancers,"  "Circus  Boy,"  "Ford  Theater,"  etc. 
There  are  also  many  independent  producers:  Desilu  Productions, 
Hal  Roach,  Ziv  Productions,  etc.  They  are  all  used  to  working 
with  film  and  to  them  it  is  the  ideal  method  of  presenting  drama. 
There  are  several  advantages  to  film  presentation: 

More  variety  in  locales; 

The  use  of  extensive  outdoor  sequences; 

No  fluffs; 

Immediate  transitions. 
The  basic  assets  of  "live"  programs  are: 

Lower  production  costs; 

Spontaneity  of  performance; 

Flexibility  for  last-minute  changes. 
There  appears  to  be  a  trend  to  more  and  more  film  programs. 
The  half  hour  dramas  are  almost  entirely  filmed  now  and  the  "live" 
half-hour  drama  is  the  exception.  As  for  the  hour  drama,  the 
reverse  situation  is  still  true.  CBS  "Playhouse  90,"  pioneering  in  a 
regular  weekly  series  of  hour  and  a  half  dramas,  presents  a  filmed 
play  once  each  month.   The  other  plays  in  the  series  are  "live." 

How  does  this  question  of  "live"  vs.  film  affect  the  writer?  In 
many  ways.  The  "live"  drama  presents  more  of  a  challenge  to  him 
because  his  scope  is  narrowed.  He  cannot  write  in  a  sequence  where 
the  villain  dives  off  a  ship  and  is  seen  swimming  to  shore  with  a 
police  boat  in  hot  pursuit.  The  writer  must  introduce  "cover"  scenes 
for  transitions  to  give  his  heroine  time  to  change  a  dress  or  to  get 
from  one  set  to  another.  Film  clips  may  be  inserted,  but  these, 
generally,  must  be  stock  shots,  readily  available,  to  avoid  added 
expense. 

The  film  writer  has  no  comparable  transition  problems.  He 
can  have  his  characters  appear  immediately  in  one  scene  after 
another  because  each  scene  is  shot  individually.    He  can  write  in 
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scenes  of  actual  pursuit  and  of  exotic  locale.  Many  film  series  are 
shot  on  location.  The  film  writer  thinks  more  in  terms  of  a  screen 
play  rather  than  a  television  play,  and  if  you  have  access  to  any 
scripts  of  filmed  dramas,  more  than  likely  you  will  find  that  the 
title  page  bears  the  statement:  "Screenplay  by.  .  .  ." 

Credits  for  a  film  play  follow  the  standard  lineup  of  motion 
pictures,  while  live  plays  more  often  utilize  the  television  technique 
of  rolling  credits  on  a  drum. 

The  argument  has  been  advanced  that  the  actor  on  the  stage 
usually  can  give  a  more  rounded  performance  than  the  screen  actor. 
This  is  because  a  film,  generally,  is  produced  in  a  bits  and  pieces 
technique;  in  other  words,  the  climax  may  be  filmed  before  the 
opening  scene.  Also,  if  two  scenes  occur  in  the  same  setting,  even 
though  they  are  apart  in  sequence  in  the  script,  they  will  probably 
be  shot  successively,  in  order  to  save  the  expense  of  putting  the  set 
up  again.  The  "live"  performer,  on  the  other  hand,  works  up 
naturally  and  chronologically  to  each  crisis  and  to  the  climax  there- 
fore adding  the  spark  of  spontaneity. 


VIDEOTAPE 

What  effect  such 
mechanical  developments  as  the  Ampex  Company's  Videotape  will 
have  on  television  film  is  not  fully  answerable  at  this  writing.  But 
since  the  videotape  provides  so  remarkable  an  apparatus  for  in- 
stantaneous filming,  it  is  bound  to  have  a  decided  influence. 

The  Videotape  records  sound  and  picture  simultaneously  and, 
like  its  radio  counterpart,  this  film  tape  can  be  played  back  immedi- 
ately. No  developing  procedure  is  necessary.  The  advantage  of  this 
process  is  patently  obvious.  Scenes  can  be  observed  immediately. 
There  is  no  need  to  wait  for  film  rushes.  This  method  affords  a 
saving  in  both  time  and  money. 

The  Videotape  also  affords  a  much  better  image  than  kine- 
scopes, which  are  films  made  of  the  original  production  directly  from 
a  picture  tube.  These  kinescopes,  although  definitely  of  broadcast 
quality,  are  inferior  in  clarity  to  the  live  production.  The  Videotape 
offers  the  possibility  of  equalling  the  quality  of  the  live  program. 
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SETS 

Before  the  writer 
begins  to  plan  his  play,  he  must  know  whether  he  is  writing  for  a 
filmed  or  live  production.  It  may  make  a  difference  as  to  the  number 
and  type  of  sets.  A  live  production  is  necessarily  more  limited  in 
physical  area  than  a  filmed  play.  Even  with  the  huge  studios  avail- 
able for  live  network  productions,  they  cannot  begin  to  compare 
with  the  "on  location"  possibilities  of  film.  Nevertheless,  with  the 
technical  facilities  now  available  for  live  productions,  the  writer 
does  have  great  leeway. 

Sets  for  a  TV  play  are  not  as  much  a  factor  in  budget  considera- 
tions as  those  for  a  stage  play,  but  they  can  be  costly.  The  television 
dramatist,  then,  must  keep  his  set  requirements  in  reasonable  bounds 
without  sacrificing  the  needs  of  his  story.  He  has  to  strike  a  happy 
medium.  A  one-  or  two-set  play  would  narrow  the  action  and  may 
cause  his  play  to  appear  static.  This  again  is  in  contrast  to  a  stage 
play  where  the  beginning  playwright  has  more  of  an  opportunity  for 
consideration  of  his  drama  if  it  requires  only  one  set.  The  stage 
producer  is  taking  a  gamble.  He  does  not  know  whether  the  play 
will  be  a  success,  and  if  it  is  the  work  of  an  unknown  writer,  it  is 
imperative  to  keep  the  initial  cost  low. 

Where  the  one-set  video  drama  may  prove  static,  the  play  with 
too  many  sets  may  be  too  episodic,  or  choppy.  Nevertheless,  as  is  the 
way  with  creative  art,  the  creator,  more  often  than  not,  confounds 
the  rules.  One  of  the  most  dynamic  of  TV  plays  was  Reginald 
Rose's  "Twelve  Angry  Men,"  since  made  into  a  film.  The  entire 
action  of  the  play,  except  for  a  very  brief  scene  of  the  jury  box,  takes 
place  in  the  jury  room. 

Although  it  is  possible,  as  we  have  stated,  for  the  writer  to 
indicate  the  use  of  film  clips  for  certain  scenes,  it  is  advisable  to 
keep  the  film  inserts  to  a  minimum.  If  the  film  clip  can  be  obtained 
from  stock  footage,  it  presents  no  problem,  physically  or  financially. 
Stock  footage  refers  to  film  sequences  which  may  be  obtained  from 
film  libraries,  either  maintained  by  the  networks  or  by  newsgather- 
ing  organizations.  For  example,  if  the  writer  required  a  scene  of  a 
presidential  inauguration,  a  crowd  at  a  basball  game,  shots  of  the 
Cherry  Blossom  Festival,  or  scenes  of  soldiers  marching,  such  film 
clips  are  readily  available.    But  if  the  film  insert  requirement  were 
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for  a  unique  occurrence  or  if  it  were  an  auto  pursuit  sequence 
which  called  for  the  participants  in  the  cars  to  be  identifiably  visible, 
added  expense  would  be  incurred  for  the  individual  shooting  of  this 
film  insert. 

Therefore,  in  outlining  your  play  for  live  production,  you  must 
be  aware  of  set  limitations.  A  play  about  skin  divers  would  best  be 
written  for  film  where  advantage  could  be  taken  of  many  underwater 
shots.  However,  the  advances  of  video  camera  techniques  permit  the 
writer  of  live  dramas  more  scope.  Many  of  you  may  have  seen  the 
Kraft  Theatre  production  of  Walter  Lord's  "A  Night  to  Remember," 
the  story  of  the  sinking  of  the  Titanic.  At  first  glance,  this  story 
would  have  appeared  to  present  an  impossible  task  for  a  live  produc- 
tion. But  the  many  sets,  both  in  the  interior  of  the  ship  and  on 
deck,  and  the  cast  of  hundreds,  were  handled  with  great  skill  and 
precision.  Still,  it  must  be  admitted  that  "A  Night  to  Remember" 
was  an  exceptional  production  for  live  television. 

Local   production 

The  local  television 
station  has  neither  the  budget  nor  the  staff  of  the  network  and  its 
programming  is  limited  accordingly.  Therefore,  a  drama  for  local 
presentation  must  confine  itself  to  a  minimum  of  sets,  generally 
interiors.  However,  many  sets  may  be  represented  by  fragments. 
The  skillful  use  of  the  "cameo"  technique  will  also  permit  more 
flexibility  in  the  number  of  scenes.  The  writer  should  consult  with 
the  local  producer  before  he  begins  to  write  his  play  so  that  he  may 
be  aware  of  set  possibilities. 


A    NOTE    TO    REMEMBER 

Unlike  the  novelist, 
short  story  writer,  poet  who  speak  directly  to  their  audience,  the 
television  playwright  must  reach  his  audience  through  a  host  of 
interpreters:  directors,  actors,  cameramen,  scenic  designers,  mu- 
sicians, lighting  experts,  stage  hands.  If  the  video  dramatist  has  an 
opportunity  to  see  all  these  craftsmen  in  action,  he  will  understand 
the  magnitude  of  network  television  presentations  and  he  will  never 
cease  to  marvel  at  the  precisioned  coordination. 
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A  play  in  performance  may  be  likened  to  a  symphony  orchestra 
with  all  its  instruments  blending  harmoniously.  The  orchestra  may 
possibly  perform  without  a  conductor,  but  the  genius  of  a  Toscanini 
inspires  it  to  great  heights  of  performance,  evokes  all  the  nuances 
the  composer  envisioned  and  many  that  go  beyond  the  original  com- 
position. So  a  talented  director  may  fashion  script,  cast,  camera 
technique,  settings  into  the  living,  breathing  creation  the  playwright 
imagined.  Paddy  Chayefsky  paid  deserved  tribute  to  director  Delbert 
Mann:  "an  extremely  gifted  director  who  has  a  precise  affinity  for 
my  kind  of  writing  and  a  sharp  understanding  of  his  own  needs  in 
conveying  the  values  of  the  script  to  the  actors  and  cameramen." 

The  play,  like  music,  requires  performance.  Although  it  is 
true  that  a  play  may  be  read  with  a  good  deal  of  enjoyment  and 
benefit  to  the  reader,  even  so,  the  play  has  been  written  to  be  acted 
and  full  satisfaction  can  only  come  about  with  a  competent  perform- 
ance. The  playwright,  however,  must  never  lean  on  the  performer. 
Characterizations  must  be  full  blown  with  no  blank  spaces  to  be 
filled  in  by  the  actor.  A  great  actress  like  Helen  Hayes  may  possibly 
transcend  inadequate  writing,  but  with  all  due  respect  to  our  talented 
stars,  the  drama  is  basic.  Therefore,  the  dramatist  must  give  the 
actor  proper  food  to  feed  his  talent  or  the  play  will  suffer  from 
malnutrition.  A  well-written  drama  plus  an  able  cast  equals  a 
gratifying  performance. 
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The  half-hour 
filmed  drama 


14 


ao 

BE 


The  half-hour  tele- 
vision play,  with  few  exceptions,  is  now  produced  on  film.  This 
change  from  the  early  preponderance  of  live  half-hour  television 
dramas  to  the  current  situation  where  such  productions  are  a  rarity, 
is  directly  traceable  to  the  Hollywood  influence.  When  Hollywood 
producers,  large  and  small,  entered  the  television  field,  they,  natu- 
rally enough,  turned  to  film.  To  them,  television  was  a  form  of  movie 
making:  little  pictures  in  big  doses.  They  had  the  advantage  of  a 
concentration  of  film  technicians.  They  had  the  Hollywood  know- 
how.  They  thought  in  terms  of  technical  perfection  rather  than 
artistic  spontaneity.  It  is  an  interesting  commentary  that  very  few 
of  even  the  top  movie  directors  have  been  successful  when  assigned 
to  live  television  programs.  On  the  other  hand,  many  of  television's 
leading  directors,  such  as  Delbert  Mann,  have  made  the  transition  to 
film  easily. 

There  are  a  great  number  of  half-hour  anthology  series  on  the 
television  airwaves.  As  any  other  type  of  TV  program,  they  come 
and  go  but  it  is  safe  to  say  that  the  half-hour  drama,  in  greater  or 
lesser  numbers,  will  always  be  with  us.    It  was  a  well-established 

204 


form  in  radio  and  has  been  a  stronghold  of  video  from  the  very 
beginning  of  television  networks.  You  can  probably  name  a  dozen 
shows  with  which  you  are  familiar,  among  them  "The  General 
Electric  Theater,"  "The  Loretta  Young  Show,"  "Du  Pont  Cavalcade 
Theater,"  "Schlitz  Playhouse,"  "Fireside  Theater,"  "Studio  57,"  and 
"Ford  Theater." 

There  are  very  few  dramatic  anthology  series  produced  by 
local  TV  stations.  Most  of  the  TV  stations  either  take  their  dramas 
from  the  network  with  which  they  are  affiliated  or  utilize  film  dramas 
from  packagers,  such  as  ZIV  TV  programs,  for  local  sponsorship. 
There  have  been  instances  of  locally  sponsored  half-hour  original 
drama  programs  which  afford  an  excellent  opportunity  for  local 
talent.  These  programs,  of  course,  are  presented  live.  University 
dramatic  groups,  in  cooperation  with  either  the  local  commercial  or 
educational  TV  station,  can  and  do  present  half-hour  dramas.  These 
local  productions  must  be  comparatively  simple  to  produce.  Sets 
must  be  few  and  inexpensive  and  camera  tricks  generally  avoided. 

The  half-hour  play  is  almost  always  divided  into  two  acts  and 
requires  a  crisis  of  some  magnitude  to  occur  at  the  first  act  curtain. 
Length  of  the  half-hour  sponsored  play  runs  about  twenty-three 
minutes,  with  both  acts  rather  evenly  divided. 

The  script  and  analysis  which  follow  will  illustrate  in  specific 
terms  the  elements  of  a  successful  half-hour  filmed  drama.  The  play 
is  "The  Glorious  Gift  of  Molly  Malloy,"  written  by  the  very  talented 
Jameson  Brewer.  It  was  originally  produced  by  Revue  Productions 
for  the  "General  Electric  Theater"  and  starred  Greer  Garson. 


"THE    GLORIOUS    GIFT    OF    MOLLY    MALLOY"  * 

Fade  in: 

Ext.  metropolitan  elementary  school  —  day  —  full 
shot  —  (stock).  a  modern  city  grade  school  showing,  if 
possible,  small  children  at  play  in  the  yard.  the  sound 
of  a  class  bell  is  heard. 

Dissolve 
Int.   school  room  —  day  —  full  shot 
this  room  houses  the  first  grade  and  is   functionally 

*  For  actual  film  script  format,   see  the  "Mickey  Mouse  Club"   script  in 
Chapter  22. 
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modern.  there  are  no  sand  tables,  toy  boxes  or  intri- 
guing gadgets  to  occupy  the  children.  it  has  the  clin- 
ical atmosphere  and  appearance  of  an  operating  theatre 
in  a  medical  college.  only  the  small  desks  and  low 
blackboards  indicate  that  tiny  humans  gather  here  for 
learning.  an  assortment  of  six-year-olds  is  filing  into 
the  room  as  the  teacher,  molly  malloy,  stands  at  the 
front  of  the  room  smiling  fondly  at  each  and  every  one. 
small  chairs  have  been  arranged  in  a  semi-circle  near 
Molly  and  the  kids  eagerly  take  places  there,  it  is  evi- 
dent   THAT    THERE    IS    GREAT    AFFECTION    BETWEEN    CHILDREN 

and  teacher.  for  that  matter,  molly  malloy  captivates 
everyone  with  her  little  touch  of  brogue  and  her  more 
than  a  little  blarney.  when  the  kids  are  all  seated 
they  fall  silent  at  once,  large  eyes  turned  expectantly 
upon  Molly. 
Molly:    You    managed    that    quietly    and    I'm    proud    of    you. 

(brightly)  Now,  then,  who'd  be  knowing  where  we  left  our 

wonderful  tale  of  the  wee  people  yesterday? 
Boy    (eagerly):    Danny    McDuff    was    walking    home    at    night 

through  the  meadow! 
Molly:  Ah,  yes,  so  he  was.  (dramatically)  It  was  a  misty  night, 

and  Danny  ran  swoosh  up  against  a  strong  rail  fence. 
The  children  lean  forward  to  follow  the  story  with 

bated  breath  as  Molly  continues  with  the  true  gift 

for  fantasy. 
Molly:    Danny  was   that   startled,    you   may   be   sure,   and   even 

more  astonished  by  the  nine  cats  all  sitting  atop  the  gate- 
post! 
Boy  (scoffingly)  :    Aw,  there's  nothin'  so  wonderful  about  nine 

cats. 
Molly  (winking)  :    Isn't  there,  now?    When  they're  all  singing 

Rose  of  Shannon  in  perfect  harmony? 
The  children  giggle  delightedly  and  the  skeptical  boy 

is   abashed.     Mr.   Dietz,   the   stern-faced   principal, 

appears   in  the  doorway.    He   eases  into  the   room 

quite   unnoticed  during  the   following. 
Molly    (contd)    (to    children):    Poor   Danny   was   horrified 

when  one  cat  suddenly  spoke  to  him  saying,  "Danny  McDuff, 

tell  Patrick  Riley  that  Peg  Powson  is  dead!" 
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Mr.  Dietz,  who  has  remained  unobtrusively  in  the  bg., 
is  startled  by  this  line  from  molly  and  moves 
closer,  as  if  doubting  his  ears. 

Molly  (contd)  (to  children):  Danny  ran  home  fast  as  his 
legs  would  take  him  and  told  his  wife  this  marvelous  story. 
They  were  both  puzzled  and  wondering  who  Patrick  Riley 
might  be  when  their  old  brindle  cat  by  the  fireplace  leaped  up 
and  cried,  "I'm  Patrick  Riley  and  if  Peg  Povvson  is  dead  then 
I'm  the  king  of  the  cats!"  And  with  that  he  sprang  up  the 
chimney  and  was  never  seen  again! 

The  children  applaud  delightedly  as  Dietz  stands  in 
shock  for  a  moment.  suddenly  molly  notices  him 
and  nods  respectfully. 

Molly:  Children,  we're  honored!  Our  Principal,  Mr.  Dietz,  has 
favored  us  with  a  visit  this  fine  morning! 

The  faces  of  the  children  fall  at  once  and  the  room 
freezes  noticeably. 

Dietz  (finding  his  tongue):  Miss  Malloy,  what  was  that  fan- 
tastic nonsense  you  were  telling  the  children? 

Molly:  Faith,  it's  not  nonsense,  Mr.  Dietz.  It's  the  true  story  of 
Danny  McDuff,  a  leprechaun  living  in  County  Donegal. 

Dietz:   A  leprechaun! 

Molly  (twinkling)  :  Seen  by  my  very  own  father,  he  was. 

Dietz:  Your  fath.  .  .  .  !  (troubled)  Miss  Malloy,  may  I  speak  to 
you  privately  a  moment? 

Molly:    It's  a  privilege,  sir. 

Mr.  Dietz  hurriedly  leads  the  way  to  the  back  of  the 

ROOM    AWAY    FROM    THE    CHILDREN.      He    TURNS    TO    FACE 

Molly. 
Two  shot  —  Molly  and  Dietz 
Molly  looks  at  the  man  curiously. 
Dietz:  Miss  Malloy,  the  moulding  of  young  minds  is  a  tremendous 

responsibility. 
Molly:   I  love  young  minds. 
Dietz:  Then  why  don't  you  conform  to  the  prescribed  curriculum? 

You  can  do  great  harm  by  using  improper  methods. 
Molly:   I  only  add  a  little  something  of  my  own  ...  a  personal 

touch. 
Dietz:    Such  personal  touches  will  completely  wreck  progressive 

education!   We  try  to  curb  fantasy  .  .  .  instill  reality! 
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Molly  (softly):  Childhood  is  a  time  tor  dreaming,  Mr.  Dietz. 
Realities  will  come  soon  enough. 

Dietz:  You're  paid  to  teach,  not  to  theorize. 

Molly  (earnestly):  Children  live  in  a  special  world  of  their 
own,  a  land  of  magic  and  miracles  ...  of  mermaids  and  pirates 
.  .  .  pixies  .  .  .  wee  people  and  talking  rabbits.  The  more  fan- 
tastic to  us,  the  more  real  it  is  to  the  dear  babes. 

Dietz:  Witches  and  hobgoblins!  What  possible  good  can  tales  like 
those  serve? 

Molly:  They  stimulate  the  imagination  and  that's  very  important, 
Mr.  Dietz.  Otherwise,  where  will  we  find  our  poets  and  artists 
and  inventors  and  composers  and  designers  and  all  for  tomor- 
row? 

Dietz  (suspiciously):  Haven't  you  been  following  the  curricu- 
lum as  outlined  by  Professor  Meyerdal  of  State  University  and 
approved  by  our  Board  of  Education? 

Molly:  Oh,  I  follow  it,  sir. 

Dietz:   Good. 

Molly  (twinkling)  :  When  I'm  able  to  sort  of  work  it  in  and 
around  my  own  curriculum. 

Dietz  (shocked):  Don't  you  understand!  Professor  Meyerdal  is 
a  brilliant  man,  an  internationally  known  authority  on  educa- 
tion. 

Molly:  Does  he  teach  the  first  grade? 

Dietz  (exasperatedly):  Of  course  not!    He's  at  the  University! 

Molly:  Ah,  that's  it  then.  Children  are  only  statistics  to  him.  He 
sees  them  as  one  huge  mass  of  pegs,  all  to  be  rounded  and 
squared  and  fitted  into  so  many  sockets  of  uniform  size. 

Dietz  (sighing):  I'm  sorry,  Miss  Malloy.  I've  tried  to  be  lenient 
but  I  must  insist  that  you  observe  our  methods  now  or  I'll  be 
forced  to  ask  the  Board  for  your  dismissal,  (with  cold 
finality)  You  have  just  twenty-four  hours  to  fall  in  line  with 
our  methods  or  I'll  ask  the  Board  for  your  immediate  dismissal! 

Having  delivered  himself  of  this  ultimatum,  Dietz 
wheels  and  strides  out  of  the  room.  molly  looks 
after  him,  perhaps  a  bit  concerned  for  him  but  not 
at  all  troubled  in  her  own  conscience. 

Dissolve 

Ext.  residential  street  —  day  —  full  shot 

Molly  comes  down  the  sidewalk,  dressed  in  the  bright 
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ATTIRE  ONE  MIGHT  EXPECT  OF  A  WOMAN  WITH  SUCH  A 
VIVID  IMAGINATION  AND  TWINKLING  EYE.  SHE  CARRIES  AN 
ARMLOAD  OF  BOOKS  AND  HOMEWORK.  She  TURNS  IN  AT 
THE  GATE  OF  A  MODEST  HOME,  STARTS  UP  THE  WALK  TO 
THE  PORCH  THEN  IS  STOPPED  IN  HER  TRACKS  BY  THE  EX- 
CITED APPROACH  OF  A  DECREPIT  OLD  CAR  WEAVING 
WILDLY    TOWARD    HER    HOUSE,    HORN    HONKING    URGENTLY. 

It  pulls  to  a  skidding  stop  at  the  gate  and  A  ROTUND, 
elderly  little  man  leaps  out  from  behind  the 
wheel.  he  looks  about  quickly,  wide-eyed  and  ap- 
prehensive, then  hurries  up  the  walk  to  molly. 
This  is  Dennis  Malloy,  her  father,  and  the  one  from 
whom  she  inherited  her  vigorous  imagination  and 
forthright  manner. 

Two  shot  —  Molly  and  Dennis 

She  beams  happily  at  the  old  man  as  he  hurries  up  to 

HER. 

Molly:    Sure,  it's  himself,  Dennis  Malloy! 

Dennis  (urgently):  Molly,  into  the  house,  lass! 

He  looks  about  worriedly  and  Molly  smiles  softly  and 

with  understanding. 
Molly  :  Is  it  the  leprechaun  again? 
Dennis:  The  same!    Been  on  me  track  all  day,  laughin'  and  tor- 

mentin'  the  very  life  out  of  me!    Hurry  along,  now! 
He  grasps  her  arm  and  hustles  her  up  the  steps  to  the 

front  door,  opening  the  door  and  shoving  her  inside 

QUICKLY.      He    LOOKS    ABOUT    OUTSIDE    ONCE    AGAIN,    THEN 

darts  inside  after  her. 

Int.  living  room  of  Malloy  home  —  full  shot 

This  is  a  warm  and  cozy  parlor  reflecting  the  warmth 
and  friendliness  of  its  owners.  molly  watches 
with  amusement  as  her  father  slams  and  bolts  the 
door  then  hurries  to  the  front  window  and  peers 
cautiously  out  at  the  street  through  a  slit  in  the 
curtains. 

Molly  (twinkling):  About  the  leprechaun,  father  ...  I  suppose 
now  he  tormented  you  when  you  went  to  see  about  that  job  at 
the  factory? 

Dennis  (helplessly)  :  That  he  did!  Gave  me  such  a  turn  I  never 
did  get  inside  to  ask  the  good  man  about  employment. 
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Molly  (knowingly)  :  And  he  was  waiting  for  you  down  at  the 

union  hiring  hall? 
Dennis  (startled):  Why,  that's  the  size  of  it  exactly,  lass! 
Molly:  And  you  didn't  get  over  to  see  about  the  janitor's  job  at 

the  school,  I've  no  doubt,    (gently)  The  vacancy  won't  be 

open  long,  I'm  thinking,  father. 
Dennis    (aghast):    Molly,   colleen!    Ye  wouldn't  ask  me   to  be 

leadin'  that  spalpeen  of  an  imp  over  to  the  school  where  he 

might  be  doin'  great  and  lastin'  damage  to  the  dear  gossoons 

and  girleens? 
With  a  wry  smile,  Molly  puts  her  books  on  the  table 

and  drops  into  an  easy  chair. 
Molly:  I'm  afraid  he's  already  done  a  bit  of  damage  at  the  school, 

that  leprechaun. 
Dennis  looks  at  her  sharply,  notes  her  worried  air  and 

crosses   to  her,   putting  a  gentle   and  comforting 

hand  on  her  shoulder. 
Dennis  (softly):  It  wasn't  Danny  McDuff,  lass  .  .  .  he's  me  own 

private  leprechaun,  more  or  less. 
Molly:    It  was  Danny,  all  right. 
Dennis  (objectingly)  :  Now,  Molly,  it  can't  be!   Ye  see  .  .  .  well, 

now  .  .  .  (suspiciously)  Did  he  pop  out  of  a  bottle  of  any 

sort? 
Molly  glances  up  at  him  with  an  understanding  smile. 
Molly:    He  popped  out  of  my  mouth. 
Dennis  (understandingly):  Aye,  I'd  be  knowin'  what  ye  mean. 

You  spoke  about  Danny  to  folks  with  no  talent  for  seein'  beyond 

their  noses  and  they  didn't  believe  your  tales,  that's  it. 
Molly   (softly):    That's  it,  father.    I  was  telling  the  children 

about  Danny  and  .  .  . 
Dennis  (sorrowfully):  Ah,  it's  a  sad  state  of  affairs  when  chil- 
dren start  doubtin'. 
Molly:  It  was  Mr.    Dietz,  the  principal,  who  doubted. 
Dennis    (disgustedly)  :    Och,    he's    a    miserable,    shrunken    up 

specimen  of  a  creature  from  all  I've  heard  tell! 
Molly  (seriously):    Father? 
Dennis   (tenderly)  :   Aye,  lass? 
Molly:   When  I  was  a  little  girl  you  told  me  wonderful  tales  of 

goblins  and  elves  and  pixies  and  fairies. 
Dennis  (fondly  reminiscent):  And  demons  and  dragons  and 
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monsters  and  giants!  Aye,  that's  a  glorious,  entrancin'  time 
for  tots  ...  a  moment  to  be  captured.  If  passed,  it  may  never 
be  caught  again. 

Molly  (rising)  :  And  when  you  cheat  a  tot  of  this  time  of  magic, 
he  makes  up  his  own  adventures. 

Dennis:   Aye,  Molly  Malloy. 

Molly  (thoughtfully):  If  all  he  knows  of  adventure  is  the 
cold,  hard  facts  of  real  life,  he  may  very  well  choose  the  brutal, 
primitive  adventures  of  the  juvenile  delinquent. 

Dennis:  Now  you're  leadin'  me  into  deep  waters,  lass.  All  I  know 
is  there's  more  strange  and  mysterious  things  in  this  world  than 
most  men  dream  of  .  .  .  and  leprechauns  is  one  of  them! 

Molly  laughs  delightedly  and  wraps  her  arms  about 
him. 

Molly  (warmly):  And  I  love  you  dearly  for  helping  me  to  know 
them. 

Dennis  gives  her  a  loving  kiss  on  the  cheek  then  backs 
off  and  looks  contrite. 

Dennis  (with  faint  determination):  I'll  be  goin'  to  inquire 
about  that  janitor's  job  first  thing  in  the  mornin'. 

Molly  (smiling):  But  what  about  the  leprechaun? 

Dennis  (winking)  :  With  clever  maneuvering  I  may  well  be  able 
to  escape  him  till  quite  late  in  the  day  .  .  .  tomorrow's  election 
day.   The  pubs  don't  open! 

Molly  chuckles  and  hugs  him  affectionately  as  he 
beams. 

Dissolve 

Int.  principal's  office  —  full  shot 

A  VISITOR  IS  SEATED  in  the  room  awaiting  the  principal. 
He  is  Professor  Meyerdal,  a  tall,  gaunt,  angular 
man  with  a  furious  scowl  and  an  air  of  rawboned 
genius.  mr.  dletz  bursts  into  the  room  angrily, 
slams  the  door  behind  him  then  stops  short  in  sur- 
prise at  sight  of  the  visitor. 

Dietz  (overwhelmed)  :  Professor  Meyerdal!  This  is  a  great 
honor!  A  personal  visit  from  the  greatest  educator  in  the 
country! 

The  Professor  waves  off  Dietz'  effusions  with  a  languid 
hand. 

Professor:    I  called  to  commend  you  for  the  wonderful  results 
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you've  obtained  with  my  elementary  school  curriculum  which 
was  inaugurated  throughout  the  nation  last  semester. 

Dietz   (delightedly):    Thank  you,   sir. 

Professor:  Results  of  recent  tests  show  that  this  institution  has 
the  highest  rating  of  any  school  in  the  nation  which  has 
adopted  the  curriculum. 

Dietz  (awed):  We've  been  very  diligent  in  its  application. 

Professor:  The  accomplishments  of  one  of  your  teachers  is  espe- 
cially amazing  .  .  .  Miss  Malloy,  I  believe. 

Dietz  (blanching):  No!   Not  Malloy! 

Professor:  The  first  grade  teacher? 

Dietz  (groaning):   That's  Malloy. 

Professor:    I'd  like  to  see  her  at  once. 

Dietz  (wildly)  :  Well,  I  don't  know  about  interrupting  the  class. 
You  know  your  own  theory  in  that  respect,  Professor! 

Professor:  No  need  to  interrupt.  We'll  just  drop  into  the  class- 
room and  watch,  (eagerly)  I've  got  to  see  how  this  woman 
applies  my  techniques  to  get  such  startling  results! 

Dietz  (beseechingly):  Pveally,  I  think  it  would  be  much  better 
another  time  .  .  .  another  day  .  .  .  another  semester  .  .  .  ! 

Professor  (impatiently):  Nonsense,  Dietz.  I  can't  be  running 
over  here  every  other  day!    Come  along  now. 

The  Professor  heads  for  the  door  and  the  miserable  Mr. 
Dietz  follows,  resigned  to  the  inevitable  catastro- 
phe TO  FOLLOW. 

Dissolve 

Int.  school  room  —  full  shot 

Seated  in  a  chair  facing  a  semi-circle  of  youngsters, 
Molly  is  carefully  scissoring  a  doll  from  the 
folded  piece  of  colored  paper  as  she  spins  a  tale 
for  the  class.    as   she  talks,  dletz  and  professor 

Meyerdal  SILENTLY  ENTER  THE  ROOM  AND  STAND  TO  ONE 

side.    Meyerdal  puts  a  finger  to  his  lips,  cautioning 

Dietz,  and  studies  Molly  with  great  interest. 
Molly  (to  children):  Now,  you  see,  this  cave  was  guarded  by 

a  dreadful  dragon  who  devoured  man  and  beast  .  .  .  until  Sir 

John  of  the  Thumbs  came  along! 
The  Professor  glances  quizzically  at  Dietz  who  shrugs 

miserably. 
Molly  (contd):   The  good  man  acquired  this  strange  name  be- 
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cause  he  had  four  thumbs  on  each  hand.  Now,  he  heard  about 
this  fiery  monster  which  might  often  be  seen  at  midnight  flying 
about  the  countryside  breathing  flame  and  smoke  and  snatch- 
ing up  young  children  who  roamed  about  too  late. 

a  look  of  disbelief  has  slowly  crept  over  the  face  of 
the  Professor  and  Dietz  winces  in  agony. 

Dietz  (roaring):  Miss  Malloy! 

Molly  stops  short,  startled.    The  children  all  turn  to 

LOOK    AT    THE    MEN.      The    PROFESSOR    AND    DlETZ    START 

toward  Molly  as  she  unconsciously  unfolds  the 
string  of  dolls  before  her,  the  figure  in  the  cen- 
ter of  the  series  being  considerably  larger  than 
the  rest  but  of  the  exact  design. 

Dietz:  Clear  the  classroom  immediately!  (sharply  to  kids) 
Take  a  short  recess,  boys  and  girls! 

Molly  (objectingly)  :  But  they  just  had  one. 

Dietz:   Let  them  have  another!    (to  children)  Go! 

The  kids  hop  up  and  stream  quickly  out  of  the  room, 
chattering  excitedly  over  the  unexpected  recess. 
Meyerdal  has  noticed  the  dolls  in  Molly's  hand 
and  has  fixed  them  with  a  glittering  stare  of  fas- 
cination. 

Professor  (awed):  Amazing!    Very,  very  clever! 

Molly  follows  his  glance  to  the  dolls,  studies  them  a 
moment,  then  looks  back  at  him  curiously. 

Molly:  Oh,  they're  not  really  amazing  .  .  .  just  something  I  do 
while  telling  stories. 

Dietz  (stiffly):   Miss  Malloy,  this  is  Professor  Meyerdal. 

Molly:  Ah,  is  it  now?    I've  read  your  books,  sir. 

Professor  (impatiently):  Thank  you.  May  I  see  those  paper 
things,  please?    And  perhaps  you'd  explain  them  to  me. 

Molly:  Certainly,  sir.  And  perhaps  you'd  explain  your  books  to 
me? 

Greatly  puzzled,  Molly  gives  the  dolls  to  Meyerdal 
who  examines  them  intently.  Dietz  is  just  as  puz- 
zled BY  HIS  BEHAVIOR  AS  MOLLY,  BUT  FLASHES  HER  A 
W7ARNING    SCOWL. 

Professor   (vastly  intrigued):    Amazing  magic!     Even  more 

baffling  than  the  famous  Hindu  rope  trick. 
Molly    (backing   off   from   him   worriedly):    Sure,   there's 
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no  magic  to  it.    Anybody  with  a  pair  of  sharp  scissors  can  do 

it. 
Professor    (winking   at    her):    Oh,    come,    come.     Everyone 

knows  a  string  of  paper  figures  are  all  of  equal  size  .  .  .  they 

never  have  a  large  one  in  the  center  like  this! 
Molly  and  Dietz  are  momentarily  stunned  as  they  stare 

at  the  dolls  and  notice  the  odd  fact  for  the  first 

TIME. 

Molly  (flabbergasted):  Whist,  now,  it  never  struck  me  be- 
fore this  very  minute!  It's  not  a  trick  ...  it  must  be  a  special 
knack  I  have. 

Professor  (staggered):  Not  a  trick?  (suspiciously)  Do  it 
again. 

Molly:   Cut  more  paper  dolls? 

Professor:  Yes,  yes  .  .  .  quick,  woman! 

Dietz  (nervously):  Perhaps  you  could  see  Miss  Malloy  later, 
Professor. 

Professor  (brushing  him  aside):  Please!    (to  Molly)  Cut! 

Molly  (hesitantly):  Well,  now,  what  would  I  cut? 

Professor:  Anything!  Dogs,  cats,  rhinoceros,  Mongolian  sheep 
.  .  .  anything!    Just  cut! 

Molly  selects  a  sheet  of  paper  from  the  desk  at  her 
side  and  folds  it  over  several  times  as  the  profes- 
SOR and  Dietz  watch  closely. 

Molly:  I  do  a  rather  fancy  rabbit. 

Professor:  Cut!  (with  bated  breath)  This  could  be  a  dis- 
covery fraught  with  significance! 

Dietz:  You  think  so? 

Professor:  This  woman  may  inadvertently  have  made  a  startling 
addition  to  the  science  of  physics.  It  all  depends  on  how  she 
folds  the  paper. 

Molly:  There,  that's  the  way  I  fold  it. 

Professor  (puzzled):  But  that's  the  way  anyone  would  fold  it! 

Molly:  Yes,  I  suppose  it  is,  now. 

Professor  (awed)  :  Then  cut,  please. 

Molly  cuts  neatly  from  the  folded  paper,  fashioning  a 
small,  simple  rabbit  in  outline. 

Professor  (dramatically):  It  must  have  been  just  such  a  mo- 
ment when  Benjamin  Franklin  caught  the  first  spark  of  elec- 
tricity on  his  kite  string! 
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Dietz  (helpfully):  Perhaps  like  the  moment  when  Joseph 
Priestley  discovered  oxygen  with  a  sprig  of  mint  and  a  wax 
candle! 

Professor:  No,  no,  it  would  have  to  be  compared  more  to  John 
Dunning's  first  demonstration  of  nuclear  fission! 

He  scarcely  waits  for  the  last  snip  of  Molly's  scissors 
to  grasp  the  dolls  and  unfold  them.  there  is  a 
very  large  rabbit  in  the  string  of  smaller  rabbits, 
meyerdal  stares  in  stunned  silence  for  a  moment 
then  turns  a  glittering  eye  on  molly. 

Professor:  I'd  like  you  to  come  to  the  University  tomorrow  morn- 
ing at  nine  o'clock  sharp. 

Molly  (startled):  Me?    Whatever  for? 

Professor  (momentously):  I  don't  believe  you  quite  realize, 
Miss  Malloy  .  .  .  what  you've  just  done  can't  possibly  be  done! 

Molly  recoils  from  him  a  bit  as  he  fixes  her  with  a  wild 
gleam  of  scientific  discovery. 

Fade  out 

Fade  in: 

Int.  university  laboratory  —  day  —  close  shot  of 
strings  of  paper  dolls  hanging  from  lines  like 
washing.  Camera  pans  along  the  lines,  disclosing 
series  of  dolls  of  all  shapes,  sizes  and  subjects. 
There  are  dark  colored  ones,  light  colored  ones, 
opaque  ones,  transparent  ones,  some  cut  from 
cloth,  some  from  leather,  some  from  plastic. 
There  are  even  some  that  look  suspiciously  like 
bathroom  tissue.  subjects  range  from  simple  trees 
to  complicated  sunbursts  and  filigreed  designs. 
And  in  each  and  every  case  there  is  a  large  figure 
in  the  center  of  the  string  of  exact  shape  and 
design. 

Full  shot  —  the  room 

This  is  an  authentic  research  and  experimental  lab,  not 
a  Frankenstein  nightmare.  There  are  tables  hold- 
ing LAB  EQUIPMENT  AND  MANY  ELECTRONIC  AND  PRECI- 
SION INSTRUMENTS.  SEVERAL  TECHNICIANS  IN  WHITE 
GOWNS  ARE  STUDYING  THE  STRINGS  OF  PAPER  DOLLS.     ONE 
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MEASURES  A  DOLL  WITH  CALIPERS,  FURIOUSLY  MAKING 
NOTES  ALL  THE  WHILE.  ANOTHER  TRAINS  THE  EYE  OF  AN 
X-RAY  MACHINE  ON  A  SERIES  OF  DOLLS.  STILL  ANOTHER 
IS  DUNKING  DOLLS  IN  AN  ACID  RATH.  THE  MEN  PAUSE  NOW 
AND  THEN  TO  GLANCE  CURIOUSLY  OVER  AT  A  TABLE  IN  THE 
CORNER  WHERE  MOLLY  MALLOY  SITS,  FORLORNLY  AND 
MECHANICALLY  SNIPPING  MORE  DOLLS.  ALL  ABOUT  HER 
ARE  HEAPS  OF  SCRAPS  FROM  PREVIOUS  CUTTINGS  AND  THE 
PILE  OF  MATERIAL  SHE  HAS  YET  TO  CUT  THROUGH  IS  FOR- 
MIDABLE. The  door  bursts  open  and  Professor  Meyer- 
dal  enters,  accompanied  by  a  short,  stubby  man 
who  has  a  wild  shock  of  steel-grey  hair  and  glasses 
with  lenses  more  powerful  than  the  one  at  palo- 
mar.  This  is  Dr.  Harnish,  internationally  famous 
physicist.    The  two  hurry  to  Molly. 

Professor  (brightly  to  Molly):  Well,  how  are  we  doing 
today,  Miss  M alloy? 

Molly  (plaintively):  I've  been  cutting  things  for  three  days, 
Professor.  I've  never  missed  a  day  of  school  before  and  I'm  so 
worried  about  the  children. 

Professor  (reassuringly):  Now,  now,  everything  is  all  ar- 
ranged at  school.    Your  work  here  is  much  more  important. 

Molly  (wryly)  :  What  sort  of  work  is  this  now,  I  ask  you? 

Professor  (making  introductions):  Miss  Malloy,  this  is  Dr. 
Harnish. 

Harnish  (peering  at  her  clinically):  A  great  pleasure,  Miss 
Malloy.    I'm  indeed  very  happy  to  meet  you. 

Molly  (gratefully):  A  doctor,  is  it?  Well,  I'm  very  happy  to 
meet  you.  (pressing  her  back)  I've  a  spot  right  here  that's 
torturing  me.    It's  all  this  sitting  and  cutting  and  then  .  .  . 

Professor:  No,  Miss  Malloy,  Dr.  Harnish  — 

Molly  (heedlessly):  And  then  there's  this  blister  on  my  thumb 
from  so  much  snipping  with  the  scissors  and  my  poor  numb  .  .  . 

Professor  (hastily):  Dr.  Harnish  is  an  internationally  known 
physicist! 

Molly  (disappointedly):  Ah,  that's  a  shame. 

The  two  men  exchange  shocked  glances  but  their  curi- 
osity  OVERCOMES    THEIR   VANITY. 

Harnish  (to  Molly):  Professor  Meyerdal  has  described  your 
trick  to  me. 
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Professor:  He  came  all  the  way  from  Paris  to  see  it. 

Molly  (wearily)  :  I've  said  over  and  over,  it's  no  trick  .  .  .  and 
I  don't  know  how  I  do  it.  (indicating  lab  men)  And  by 
the  looks  of  those  poor  souls,  neither  does  anyone  else! 

Harnish:  Well,  no  doubt  there's  a  very  simple  explanation. 

Professor:  Dr.  Harnish  is  a  little  skeptical.  Would  you  cut  out 
some  dolls  for  him,  please? 

Molly  (pointing  o.s.):  There's  dolls  from  here  to  next  Tuesday! 
Take  your  pick. 

Harnish:  I'd  like  to  see  you  cut  them,  if  I  may. 

Molly  sighs,  picks  up  a  paper  and  starts  to  fold  it. 
Quick  as  a  flash,  Harnish  whips  out  and  affixes  to 
his  glasses  a  small  jeweler's  lens.  He  leans  close 
to  the  paper  molly  is  folding  and  she  finds  herself 
staring  into  the  wild,  tangled  brush  of  his  hair. 
Working  around  this  handicap,  she  completes  the 
folding.    Harnish  looks  at  Meyerdal. 

Harnish  (contd):  That's  all? 

Professor:   That's  all. 

Harnish  (to  Molly)  :  Cut,  please. 

He  leans  close  to  the  paper  again  as  Molly  takes  her 
scissors  in  hand.  She  experiences  a  momentary  urge 
to  shear  his  mop  of  hair,  but  restrains  herself  and 
quickly  cuts  out  a  simple  doll.  harnish  follows 
her  every  move,  measuring  the  stroke  and  the  bite 
of  the  blades.  she  finishes  and  he  grabs  the  dolls 
from  her,  unfolds  them  and  is  faced  by  the  phenom- 
enon of  a  large  doll  in  the  middle.    hls  face  falls. 

HE  SHAKES  HIS  HEAD  AS  IF  TO  CLEAR  HIS  BRAIN.  He 
STARTS  TO  CHUCKLE  WITH  A  KIND  OF  HYSTERICAL  UNDER- 
TONE. 

Harnish:  No  .  .  .  oh,  no  .  .  .  no,  no,  no  .  .  .  it's  utterly  impossible! 

Quite  inconceivable! 
Professor:  I  promised  you'd  be  intrigued.    What  do  you  make  of 

it,  doctor? 
Harnish  (thoughtfully):   She's  broken  something. 
Molly  (hotly):  If  anything's  broken,  it's  my  poor  back! 
Harnish:  No,  no,  you've  broken  some  law  .  .  .  I'm  not  just  sure 

which,     (musingly)    Things   equal   to   the   same   thing  are 

equal  to  each  other.    Well,  of  course  that  one's  shot  to  pieces. 
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Molly  (sniffing):  I  never  considered  it  too  important,  any- 
how. 

Molly  suddenly  gets  an  impish  gleam  in  her  eye.  Until 
this  moment,  the  implications  of  her  strange  tal- 
ent have  never  struck  her. 

Professor:  If  I'm  not  mistaken,  doctor,  this  pretty  much  finishes 
the  Pythagorean  Theory,  too,  don't  you  think? 

Harnish  (blanching):  You're  right!  It  may  eventually  wipe  out 
many  other  laws  of  mathematics  and  physics!  Just  when  I 
was  beginning  to  understand  the  quantum  theory,  there  it 
goes! 

Molly  (musingly):  I  had  a  thought.  If  I  can  do  this  with 
paper,  why  can't  I  do  it  with  other  things?  It  may  be  quite  a 
money-making  gift  I  have. 

Professor  (startled):  What  do  you  mean? 

Molly:  Now,  take  the  automobile  industry.  Oh,  wouldn't  they  be 
happy  if,  for  every  ten  wee  sports  cars  coming  out  on  the  as- 
sembly line,  there'd  be  a  huge  limousine  in  the  middle  and  at 
no  extra  cost  or  trouble! 

Harnish:  That's  impossible! 

Molly  (serenely):  They  said  the  same  about  the  dolls,  (warm- 
ing up)  And  the  clothing  business  ...  for  every  ten  tiny  suits, 
a  big  one  in  the  middle!  (really  inspired)  And  the  United 
States  mint! 

Professor  (apprehensively):  What  about  the  mint? 

Molly:  For  every  ten  nickels  coming  out  of  the  minting  machine, 
one  silver  dollar  in  the  middle! 

The  two  men  look  at  each  other  in  complete  dismay  and 
Molly  glances  at  them  with  a  sly  twinkle. 

Harnish  (worriedly):  Miss  Malloy,  you're  talking  wildly.  This 
business  has  upset  you,  of  course. 

Molly  (blandly):  Upset?  I'm  feeling  glorious!  Since  you  gen- 
tlemen seem  to  be  getting  no  place  with  my  little  gift,  I'll  just 
be  seeing  what  I  can  do  on  my  own.  No  doubt  when  the  news- 
papers hear.  .  .  . 

Professor  (horrified)  :  You  mustn't  tell  the  press! 

Molly:  And  why  not,  I'd  like  to  ask? 

The  men  exchange  worried,  desperate  looks. 

Harnish  (persuasively):  You're  an  intelligent  woman,  Miss 
Malloy.    You  can  see  what  a  devastating  effect  such  a  prema- 
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ture  announcement  might  have  on  the  world.  It  could  seri- 
ously affect  education,  for  example. 

Professor:  Certainly.  You're  a  teacher.  I  know  your  first  and 
foremost  consideration  is  the  advance  of  education! 

Molly  (cunningly)  :  Indeed,  that  it  is.  Well,  if  I'm  to  keep 
quiet,  I  may  be  asking  a  few  favors  on  your  part,  also. 

Harnish:  Anything  you  wish  later!  (pleadingly)  But  you  must 
give  us  more  time  to  find  the  answer  to  your  strange  ability. 

Molly  (knowingly)  :  Yes,  it  wouldn't  look  well  at  all  for  me  to 
be  walking  around  doing  something  you  wise  gentlemen 
couldn't  explain,  now  would  it? 

Professor  (beseechingly):  Promise  you  won't  say  a  word  to 
the  papers  until  we  reach  a  solution! 

Molly:  I'll  give  my  promise,  right  enough,  but  it's  almost  impos- 
sible to  stop  an  Irishman  from  talking. 

Harnish:  We'll  keep  you  under  observation  every  minute! 

Molly  (smiling  softly):  That's  well  and  good,  gentlemen,  but 
my  father  is  running  about  loose  and  he's  every  bit  as  Irish  as 
myself! 

The  men  look  at  each  other  in  consternation  and  she 
smiles  up  at  them  with  disarming  innocence. 

Dissolve 

Ext.    Malloy    home  —  day  —  full    shot    at    porch 

Across  the  front  of  the  porch  is  a  huge  sign  proclaim- 
ing:   "Home   of   Molly  Malloy!"    A   small   sandwich 

BOARD  NEXT  TO  THE  FRONT  DOOR  ANNOUNCES  "ADMIS- 
SION 500  —  ORIGINAL  FURNITURE  —  NOTHING  CHANGED  

SEE  HER  BED,  HER  DISHES,  HER  CLOTHES!"  DENNIS  MaL- 
LOY,  IN  HIS  BEST  BLUE  SERGE,  STANDS  BY  THE  FRONT  DOOR 
COLLECTING    ADMISSIONS    AS    SEVERAL    PEOPLE    FILE    INTO 

THE  house.    When  they  have  entered,  HE  PICKS  UP  A 

MEGAPHONE  AND  GOES  TO  THE  STEPS  TO  DRUM  UP  MORE 
BUSINESS. 

Dennis  (shouting  through  megaphone):  All  right,  now,  step 
up  and  see  the  home  of  Molly  Malloy!    The  very  place  where 
the  greatest  scientific  wonder  of  the  age  was  born! 
Longer  shot  —  toward  house  from  street 
Several  people  cluster  near  the  gate  and  listen.   A  car 

OR  TWO  PULLS  TO  A  STOP  AND  CURIOUS  PEOPLE  ALIGHT  TO 
LINE  THE  FENCE  AND  STARE  AT  THE  HOUSE. 
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Dennis  (barking):  It's  Dennis  Malloy  I  am  .  .  .  the  one  and  only 
father  of  Molly  Malloy!  Sure,  you've  been  readin'  in  the  papers 
the  story  of  me  Molly's  great  mystifyin'  and  magical  gift!  And 
it's  here  you  may  get  the  straight  and  honest  truth  of  the  matter! 

Intrigued,  the  people  drift  into  the  yard  and  up  to 
Dennis. 

Group  shot  —  Dennis  and  people 

Dennis  lowers  the  megaphone  and  addresses  the  people 
in  dramatic,  hushed  tones. 

Dennis:  Ye'll  be  wantin'  a  look  at  the  marvelous  creation  that  has 
all  the  world  agog  and  here  it  is! 

From  his  pocket,  he  whips  a  string  of  paper  dolls  and 
holds  them  up.    There  is  a  big  doll  in  the  middle 

Dennis  (contd)  :  Have  ye  ever  seen  the  likes  of  it,  now?  It  defies 
all  the  men  of  science  because  .  .  .  (dramatically)  .  .  .  it's 
magical!   An  art  learned  from  the  wee  people! 

The  crowd  buzzes. 

Dknnis  (contd):  In  this  very  house  the  well  known  leprechaun, 
Danny  McDuff,  pops  up  at  all  hours.  It  was  him,  without  a 
doubt,  who  so  gifted  me  dear  lass.  Now  I  can't  be  makin'  ye 
a  promise  the  leprechaun  will  put  in  his  appearance  just  at 
the  moment,  but  there's  always  the  possibility.  So  for  the  small 
fee  of  fifty  cents,  step  up  and  enter  the  house  of  the  most 
startlin'  woman  of  the  day  .  .  .  Molly  Malloy! 

The  people  hurry  up  the  steps  and  Dennis  takes  admis- 
sions. 

Dennis  (contd)  :  On  your  way  out  ye  may  be  wantin'  photographs 
of  the  dear  colleen.  They'll  be  sellin'  at  twenty-five  cents 
apiece,  (modestly)  And  there's  a  very  few  of  meself  now 
goin'  at  the  bargain  price  of  two  for  a  quarter! 

Dissolve 

Int.  television  studio  —  night  —  med.   shot 

The  set  is  simple:  a  desk  containing  books  and  a  world 
globe.  There  is  a  well  stocked  bookcase  behind  the 
desk.  Milton  Holmes,  the  news  analyst,  seated  at  the 
desk,  referring  to  notes  in  front  of  him,  is  dignified 
and  scholarly.  He  looks  up  and  addresses  camera, 
HIS   MANNER   untheatrical,   but   his   voice   betraying 

THE  DRAMATIC   IMPORT  OF   HIS   NEWS. 

Holmes:  Good  evening.    Well,  tonight  we  are  confronted  with  a 
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phenomenon  which  has  leading  scientists  of  the  world  baffled. 
While  some  men  struggle  to  prove  that  such  basic  truths  as 
peace,  freedom,  tolerance  and  liberty  can  exist,  other  men  are 
literally  stampeding  to  belief  in  hysterical  fiction  of  all  kinds 
.  .  .  flying  saucers  .  .  .  reincarnation  .  .  .  regression  through 
hypnosis  .  .  .  and  now  the  mystery  of  Molly  Malloy! 
Holmes  picks  up  from  his  desk  a  string  of  paper  dolls 
and  exhibits  them.  there  is  a  big  one  in  the  mid- 
DLE. 

Holmes:  This,  believe  it  or  not,  ladies  and  gentlemen,  is  what  has 
confounded  the  distinguished  thinkers  of  the  world!  (bit- 
ingly)  Yes,  science  is  bleeding  profusely  from  a  deep  wound 
inflicted  by  a  simple  Irish  school  teacher  with  a  pair  of  sharp 
scissors!  And  scientists  are  hanging  their  heads  in  shame. 
Gathered  in  emergency  session  at  State  University,  they  will 
give  out  no  word.  Could  it  be  they  don't  know  the  word? 
(glancing  to  one  side)  There  is  only  one  man  who  pre- 
sumes to  be  an  authority  on  the  subject  and  we  are  happy  to 
have  him  with  us  in  the  studio  tonight.  Mr.  Dennis  Malloy, 
father  of  Molly  Malloy! 

Holmes  smiles  off  and  camera  pans  over  slightly  to 
reveal  Dennis   seated  in  an  easy  chair   smoking  a 

CIGAR,  NOW  OBVIOUSLY  A  MAN  OF  AFFLUENCE.  He  SMILES 
AT  THE  CAMERA  WITH  THE  EASY  ASSURANCE  OF  A  PERSON 
ACCUSTOMED  TO  BEING  IN  THE  PUBLIC  EYE. 

Dennis  (to  audience):  It  all  started  with  a  small  green  lepre- 
chaun named  Danny  McDuff! 

Dissolve 
int.   university  laboratory  —  night  —  full   shot 

An  EMERGENCY  CONCLAVE  IS  IN  SESSION.  SCIENTISTS  FROM 
ALL  OVER  THE  WORLD  ARE  SEATED  IN  A  CIRCLE  ABOUT  THE 
DESK    WHERE    MOLLY    IS    STILL    CUTTING    DOLLS.      At    THE 

moment,  a  thin,  swarthy  scientist,  possibly  a  turk, 
is  standing  beside  molly  cutting  dolls  from  folded 
paper.  With  an  air  of  impending  triumph,  he  com- 
pletes THE  CUTTING  AND  SPREADS  OUT  THE  DOLLS.  THEY 
ARE    ALL   OF    EQUAL    SIZE,    EVEN   THE    ONE   IN   THE    MIDDLE. 

His   face   falls   to  his   feet  and,   with   a   shrug  of 

HELPLESSNESS,  HE  SITS  DOWN.  THE  DOOR  BURSTS  OPEN 
AND    THERE    IS    A    CLAMOR    FROM    OUT    IN    THE    HALLWAY. 
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Professor  Meyerdal,  looking  haggard  and  distraught, 
dashes  into  the  room,  closely  followed  by  members 
of  the  press  with  cameras  and  notepads.  the  pro- 
fessor turns  to  restrain  them. 

Professor  (agitatedly):  Please,  gentlemen!  We  have  no  state- 
ment to  make  at  this  time!    Shortly,  I  promise  you! 

He  forces  them  back  out  of  the  door  and  slams  the  door, 
turning  the  key  in  the  lock.  the  others  in  the 
room  have  witnessed  the  foregoing  in  strained 
silence.  The  Professor  comes  over  to  face  the  group. 
He  stops  next  to  Molly,  who  smiles  up  at  him 
brightly. 

Molly:  You  missed  some  fine  speeches,  Professor.  There  was  an 
Irish  scientist  here  .  .  .  spoke  pure  Gaelic,  he  did.  We  had  a 
splendid  talk. 

Professor  (worriedly):  Professor  Kennedy  from  Dublin. 
Where  is  he  now? 

Molly:  He  left  with  Danny  McDuff. 

Professor  (puzzled):   Danny  McDuff? 

Molly:   The  leprechaun  I've  spoken  of! 

Professor  (groaning):   No! 

Molly  (winking)  :  I  didn't  see  Danny  myself,  but  the  Professor 
said  he  saw  him  plain  as  anything.  He  went  out  laughing  and 
talking  away  to  the  wee  creature. 

Meyerdal  wipes  beads  of  perspiration  from  his  fore- 
head AND   TURNS   TO   THE   OTHERS   IN   THE   ROOM. 

Professor:  I  take  it  no  one  has  come  up  with  a  theory  yet? 

The  men  sit  in  stony  silence. 

Professor  (pressing):  Have  we  exhausted  every  avenue?  Tried 
every  known  kind  of  material  that  can  be  cut,  for  instance? 

Molly:  You've  used  five  hundred  kinds  of  material  and  twenty- 
eight  kinds  of  scissors! 

Professor  (grimly)  :  Well,  gentlemen,  the  pressure  on  us  is 
enormous.  The  public  is  clamoring  for  an  answer  .  .  .  also  the 
newspapers  .  .  .  the  universities  .  .  .  even  the  government!  Do 
you  have  any  suggestions? 

Molly  (earnestly):  Wouldn't  it  be  better  all  around  if  you 
just  swallowed  your  pride  and  admitted  there's  things  no  wee 
human  brain  can  cope  with? 

Professor:  We're  scientists,  Miss  Malloy.   The  world  won't  accept 
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evasive  philosophy  from  us  ...  it  expects  logical,  realistic  ex- 
planations. 
Molly:  And  have  you  ever  been  able  to  explain  why  two  and  two 

makes  four? 
Professor    (uneasily):    That's    a    mathematical    proposition    a 

priori.   Two  and  two  just  make  four,  that's  all. 
Molly:   Now  I  ask  you,  what  kind  of  a  logical  answer  is  that, 

Professor? 
The  Professor  looks  at  her  as  though  he  wishes  he  had 

never  seen  her. 
Professor   (dully)  :    Miss  Malloy,   I  suspect  there's  something 

insidiously  evil  about  you. 
Harnish  (rising):   You  know,  this  inexplicable  trick  of  hers  is 

dangerously  disruptive  when  you  analyze  it. 
Molly  (stunned):    Evil?    Dangerous?    Me? 
Professor  (grasping  at  straws):  It  is!    Look  what  she's  done 

to  education.    Struck  at  the  very  foundation  of  learning. 
Harnish:   A  teacher  of  six  year  olds! 
Professor  (eagerly):  An  ideal  time  to  fashion  young  minds  as 

they  turn  from  the  impulsiveness  of  five  to  the  creative  thrusts 

of  six! 
Harnish:  She  can  destroy  the  inwardness  of  seven,  the  expansive- 

ness  of  eight,  and  completely  curb  the  self-motivation  of  nine! 
Molly  (bewildered):  I  don't  even  know  what  all  that  gibberish 

is,  now!   How  can  I  destroy  it? 
Professor    (to    Harnish):    You    believe    we    can    prove    she's 

dangerous  and  a  menace? 
Harnish  (shrugging):  Anything  would  be  easier  to  prove  than 

her  trick. 
Professor:  But  even  if  we  can  prove  it,  that  won't  explain  how  she 

cuts  those  dolls. 
Harnish  :  It  will  divert  public  attention  from  them  ...  in  time,  it 

will  all  fade  ...  we  can  simply  explain  it  as  a  magic  trick  which 

she  refused  to  divulge. 
Professor:  Excellent.    We  can  wash  our  hands  of  her  and  let  the 

authorities   handle    this    hot   potato    a    while!     They've    been 

screaming  for  a  solution  .  .  .  well,  let  them  supply  it! 
Molly  looks  apprehensively  at  the  grim  faces  around 

HER. 

Dissolve 
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Ext.  civic  center  —  day  —  full  shot  —  stock 

Over  this  scene  the  voice  of  Milton  Holmes  is  heard. 

Holmes'  voice  (dramatically)  :  Today,  the  entire  nation 
awaits  news  of  the  fate  of  Miss  Molly  Malloy.  Not  since  the 
days  of  Salem  has  this  country  seen  such  a  witch  hunt!  Is  she 
a  sorceress  or  is  she  a  genius?  Is  she  another  Lucrezia  Borgia 
or  another  Joan  of  Arc?  In  a  room  in  the  Civic  Center  of  this 
city,  Miss  Malloy  is  undergoing  gruelling  questioning  at  a 
closed  hearing  by  a  special  investigating  committee! 

Dissolve 

Int.  committee  room  —  day  —  med.  panning  shot  down 
a  long  table  at  which  are  seated  a  number  of  im- 
posing investigators,  all  staring  with  dramatic 
intensity  o.s.  toward  the  end  of  the  table.  At  the 
very  end  sits  molly,  a  perky  little  hat  perched 
defiantly  atop  her  head.     she   faces  a  battery  of 

MICROPHONES  AND  LOOKS  TINY  AND  LOST.  On  HER  LEFT 

sit  Professor  Meyerdal  and  Mr.  Dietz,  plainly  more 

at  ease  now  that  the  authorities  are  carrying  the 

ball.   Dennis  Malloy  sits  at  her  elbow,  subdued  and 

impressed  by  the  scene.   meyerdal  is  speaking  to  the 

committee. 
Professor:     Eminent    scientists    from    around    the    world    have 

watched  this  woman  cut  her  paper  dolls  and  all  agree  the  result 

is  a  scientific  impossibility! 
Full  shot  —  the  table 

One    kindly    looking   investigator   addresses    Meyerdal. 
Investigator:  Then  what  conclusion  have  you  reached,  Professor 

Meyerdal? 
Professor:  We  have  unanimously  concluded  that  it  is  a  trick  .  .  . 

a  sleight  of  hand  feat. 
Investigator:   And  how  does  she  do  it? 
Professor  (squirming):    She  refuses  to  tell. 
The  questioner  turns  a  kindly  eye  on  Molly. 
Investigator:  Young  lady,  you've  thrown  this  tired  old  world  into 

quite  an  uproar,  do  you  realize  that? 
Molly  (sorrowfully):   I'm  that  sorry  about  it,  sir,  I  wish  I'd 

never  had  a  pair  of  scissors  in  my  hand! 
Investigator  (gently)  :  Would  you  be  kind  enough  to  tell  me 

and  these  other  gentlemen  at  the  table  just  how  you  perform 

your  magic  trick? 
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Molly  (sighs):  I'm  thinking  of  offering  a  reward  to  the  one  who 
can  tell  me  how  I  do  it! 

Investigator:   I  beg  your  pardon? 

Molly  (unhappily):  It's  not  a  trick,  your  honor,  just  a  knack  I 
have  ...  a  sort  of  gift,  I  suppose  it  is. 

Dennis  (loudly):  Given  to  her  by  Danny  McDuff,  the  lepre- 
chaun! 

The  investigator  is  taken  aback  and  glances  at  his  col- 
leagues WHO  ARE  EQUALLY  UNCERTAIN  AS  TO  HOW  TO 
PROCEED. 

Investigator  (to  Meyerdal):  Do  you  have  a  suggestion  as  to 
how  to  resolve  this  dilemma,  Professor? 

Professor:  We  feel  Miss  Malloy  is  highly  destructive  to  the  cause 
of  learning.  Her  views  on  education  are  strange  to  say  the 
least,  almost  frightening.  We  suggest  she  be  committed  in- 
definitely for  further  observation. 

Molly  is  shocked  and  Dennis  leaps  to  his  feet  in  anger. 

Dennis  (furiously):  Committed,  is  it!  The  man's  gone  daft 
just  because  there's  somethin'  in  the  world  he  hasn't  an  answer 
for!    And  never  will  have,  I  might  add! 

An  officer  hurries  up  to  forcibly  sit  Dennis  down  in 
his  chair.    The  committee  looks  extremely  ill  at 

EASE. 

Investigator  (to  Meyerdal):  I  hardly  see  how  we  can  commit 
the  woman  just  because  she  cuts  paper  dolls.  Besides,  that 
won't  explain  the  mystery  of  how  she  cuts  them. 

Professor:  It  will  distract  public  attention  and  allow  the  whole 
thing  to  die  quietly. 

Dennis  (leaping  up  angrily):  You're  fools,  the  lot  of  you! 
Don't  ye  know  the  truth  never  dies  quietly? 

Molly  places  a  hand  gently  on  his  arm  and  pulls  him 
back  to  his  chair.  dennis  looks  at  her  sheepishly 
and  she  smiles. 

Molly  (softly):  The  time  has  come  to  make  a  complete  con- 
fession, father. 

Investigator:   About  the  dolls,  Miss  Malloy? 

Molly  faces  the  array  of  men,  bites  her  lip  then  makes 
her  decision. 

Molly:  It  might  very  well  be  that  my  trick  is  just  sleight  of 
hand. 

Professor:  I  knew  it!    We'll  inform  the  press  immediately! 
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Molly  (warningly)  :  One  moment,  now.  I  only  said  it  might  be 
sleight  of  hand. 

Investigator  (warily)  :  What  are  you  driving  at,  Miss? 

Molly  (to  Professor)  :  I'll  not  say  how  I  do  it  but  I'll  be  willing 
to  tell  the  world  it's  a  trick.  In  return  you  must  do  me  a  favor 
of  admitting  here  and  now  there's  certain  mysterious,  won- 
derful things  in  the  world  that  no  man  can  explain. 

Professor  (eagerly):  Yes,  yes,  certainly  .  .  .  I'll  agree  with  that. 

Molly  (to  Dietz):  And  I'll  get  my  first  grade  back?  And  be 
allowed  to  instruct  in  my  own  manner? 

Professor  (impatiently)  :  He'll  do  it.  Just  make  your  state- 
ment to  the  press. 

Molly  (to  everyone)  :  You  see,  when  you  study  him  closely,  the 
most  brilliant  man  is  only  a  child  grown  up.  You  wise  men  of 
learning  comprehend  things  you  can't  see,  like  the  tiny  atom, 
and  believe  in  things  you  can't  comprehend,  like  infinity.  Isn't 
that  so? 

Professor  (uneasily)  :  Yes,  it's  an  amusing  paradox. 

Molly:  Well,  I  believe  in  teaching  children  the  same  .  .  .  teaching 
them  how  to  believe  in  things  they  can't  comprehend,  (twink- 
ling) Perhaps  one  of  my  students  will  become  as  wise  as  you, 
Professor. 

Professor  (moved):  Let's  hope  they  become  as  wise  as  their 
teacher. 

Molly:  Let's  hope  they're  different  than  either  of  us.  When  every- 
one is  more  or  less  the  same  ...  all  conforming,  all  agreeing 
.  .  .  there's  an  end  to  progress.  There  must  always  be  a  new 
crop  of  dreamers  and  planners.  They  lift  our  sights  and  keep 
us  from  ever  falling  into  the  dreary  and  humdrum  rut  that 
dulls  men's  minds  and  crushes  their  souls. 

Investigator  (moved):  There's  a  good  deal  of  magic  about  you, 
indeed,  Miss  Malloy. 

Molly:  About  everyone,  sir.  Man  has  invented  his  own  moons  and 
satellites,  but  he  can't  invent  a  simple  blade  of  grass.  That 
takes  a  special  magic  .  .  .  aye,  a  magic  .  .  .  the  mystery  of  the 
secret  forces  in  nature,  (rising  —  quietly)  Now  I'll  be 
giving  my  story  to  the  papers. 

The  men  at  the  table  rise  of  one  accord,  beaming  hap- 
pily AT  THIS  OUTCOME  AND  ALL  DEEPLY  MOVED. 

Dissolve 
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Int.  school  room  —  day  —  full  shot 

Once  more  Molly  is  back  with  her  class,  standing  at  the 

front  of  the  room  facing  the  semi-circle  of  pupils. 

She  is  spinning  a  story  as  she  cuts  paper  dolls. 
Molly  (to  children):  Now,  at  one  time  wild  ducks  had  made 

such  a  shambles  of  Finn  McCall's  corn  fields  that  the  good 

man  shot  one  of  the  birds  and  ate  it.    The  other  ducks  took 

to  the  air  and  circled  about,  grieving  and  raising  a  terrible 

noise. 
The  door  quietly  opens  and  Mr.  Dietz  and  the  Professor 

steal  into  the  room. 
Molly  (to  children)  :  Goll  McNorma,  a  local  magician,  heard 

the  cries  and  straightaway  put  the  dead  and  eaten  duck  back 

together  again,  sending  it  into  the  air  to  rejoin  its  flock. 
The  two  men  have  smiled  in  friendly  fashion  at  Molly 

but  now  freeze  in  horror. 
Professor:    Miss  Malloy! 

Startled,  Molly  looks  up.    The  men  hurry  to  her  agi- 
tatedly. 
Molly  (brightly):  The  top  of  the  morning  to  you,  gentlemen! 
Dietz   (pointing  in  horror  to  dolls  in  her  hand):    You 

promised,  Miss  Malloy! 
Professor:  You  even  told  the  investigating  committee  you'd  never 

cut  those  dolls  again! 
Molly  (reassuringly):  Tut,  now,  I  gave  my  promise  and  that's 

that.   I  said  I'd  not  cut  dolls  with  a  big  one  in  the  middle  again 

and  I'll  not  do  it,  you  may  be  sure. 
Dietz   (apprehensively)  :   You're  positive? 
Molly:  You  have  my  solemn  oath,  Mr.  Dietz. 
Professor   (relieved)  :    Good.    We'll  be  running  along,   then. 

Keep  up  the  good  work,  Miss  Malloy. 
Molly:  Thank  you,  gentlemen.    Good  day  to  you. 
The  men  head  for  the  door  as  Molly  continues  her  story 

to  the  children  and  finishes  cutting  the  dolls. 
Molly  (to  children)  :  But  alas,  the  magician  had  left  out  some 

of  the  bones  in  the  duck's  legs,  giving  it  a  most  strange  manner 

of  walking. 
Two  shot  —  Professor  and  Dietz  as  they  head  for  the 

door. 
Molly's  voice  :   All  the  other  ducks  being  very  sympathetic  im- 
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itated  his  walk  to  save  him  embarrassment  .  .  .  which  is  why 
to  this  very  day  all  ducks  waddle! 

At  the  door  they  have  stopped  to  look  back  at  Molly. 
Their  eyes  bug  in  horror  at  what  they  see. 

Close  shot  —  Molly 

She  has  completed  the  dolls  and  unfolded  them,  hold- 
ing THEM  UP  FOR  THE  CHILDREN.   ShE  HAS  KEPT  HER 

promise.  There  is  not  a  large  doll  in  the  center. 
Now  there  is  a  very  tiny  one  in  the  middle!  Molly 
smiles  tenderly  at  the  children  as  we: 

Fade  out. 


SCRIPT    ANALYSIS 

"The  Glorious  Gift 
of  Molly  Malloy"  is  a  charming  fantasy  and  yet  it  has  more  than 
charm  for  beneath  its  delightful  Irish  humor  lies  a  meaningful 
philosophy:  conformity  stifles  imagination  and  the  stifling  of  imagi- 
nation in  turn  halts  progress.  Jameson  Brewer  wrote  a  very  enter- 
taining play  but  he  also  had  something  to  say.  This  is  an  ideal 
combination  and  places  the  play  far  above  the  average  half-hour  TV 
drama. 

In  examining  what  we  may  term  the  physical  structure  of  the 
play,  we  find  that  there  is  a  good  deal  of  fluid  movement  which 
filming  permits.  Nine  sets  are  used  including  several  exteriors. 
Two  of  the  exteriors,  the  Elementary  School  and  the  Civic  Center, 
are  noted  as  Stock  shots  which  means  they  are  readily  available 
from  a  film  library. 

Act  I 

We  meet  the  pro- 
tagonist of  the  play,  Molly  Malloy,  immediately.  The  setting  of  the 
schoolroom  also  serves  as  exposition,  both  of  locale  and  of  Molly's 
occupation.  And  it  only  takes  a  few  lines  of  dialogue  for  us  to  dis- 
cover that  she  is  a  proud  daughter  of  Erin  with  the  Irish  gift  for 
storytelling.  The  children's  rapt  attention  tells  us  that  she  enjoys 
their  confidence. 
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When  Mr.  Dietz  enters,  he  is  identified  for  us  simply  and 
naturally  with  Molly  announcing  to  the  children:  "Our  principal, 
Mr.  Dietz,  has  favored  us  with  a  visit  this  fine  morning!"  We  also 
receive  an  immediate  insight  into  the  principal's  character  from  the 
reaction  of  the  children.  Their  faces  fall  "and  the  room  freezes 
noticeably."   Evidently,  Mr.  Dietz  is  not  a  warm,  likeable  soul! 

Conflict  arises  quickly.  Molly  and  the  principal  are  in  com- 
plete disagreement  on  teaching  methods  and  this  conflict  leads  to  a 
swift  crisis.  Dietz  gives  Molly  twenty-four  hours  to  conform.  Since 
we  have  been  as  enchanted  with  Molly's  story  as  her  pupils,  there  is 
no  question  where  our  sympathies  lie. 

The  next  scene  is  a  residential  street,  and  we  see  Molly  walking 
along  dressed  in  "bright  attire,"  etc.  Since  this  is  a  filmed  play,  no 
cover  scene  is  necessary  and  we  may  call  for  a  dissolve  from  one 
scene  to  another  with  the  same  character  immediately  in  view,  even 
if  a  change  of  costume  is  necessary.  This  is  because  the  scenes  are 
shot  separately.  The  action,  that  of  a  "decrepit  old  car  weaving 
wildly  toward  the  house"  is  also  indicative  of  the  advantage  of  film 
in  respect  to  movement. 

The  moment  we  meet  Dennis  Malloy  and  hear  his  first  lines  of 
dialogue,  we  are  aware  of  Molly's  heritage.  Dennis  is  not  a  man  to 
take  his  leprechauns  lightly.  The  dialogue  between  Molly  and  her 
father  is  replete  with  exposition  and  characterization.  We  learn 
that  Dennis  is  jobless,  that  he  is  not  eager  to  work,  that  he  is  a  non- 
conformist, that  he  possesses  a  fine  sense  of  humor.  His  daughter's 
affection  for  him  empathically  induces  our  own  affection.  Their 
philosophies  are  identical:  childhood  is  a  time  for  dreaming. 

We  note,  too,  the  savor  of  the  Irish  in  the  dialogue  yet  it  is  not 
smothered  in  dialect.  There  are  phrases  that  flavor:  "Molly,  colleen! 
.  .  .  ,"  "the  dear  gossoons  and  girleens.  .  .  ." 

W7ith  the  entrance  of  Professor  Meyerdal,  there  is  a  buildup  of 
both  humor  and  suspense.  (Remember  that  there  has  been  a  fore- 
shadowing of  the  Professor's  appearance  when  Dietz  questioned 
Molly  as  to  whether  she  were  following  Meyerdal's  curriculum.  In 
other  words,  the  Professor's  name  was  not  thrown  idly  into  the 
dialogue.  All  dialogue  must  have  a  purpose  in  your  play.)  And  so 
we  look  forward  now  with  great  anticipation  to  the  meeting  between 
Meyerdal  and  Molly  Malloy.  But  the  turn  of  events  is  totally  un- 
expected, as  we  view  the  symbolic  incident  of  the  paper  dolls.  This 
is  the  element  of  surprise,  an  instance  of  the  writer's  imagination  at 
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its  peak.  The  humor  is  heightened  by  the  comparison  of  this  in- 
cident by  Meyerdal  and  Dietz,  with  the  great  scientific  discoveries 
such  as  the  demonstration  of  nuclear  fission. 

We  are  now  approaching  the  first  act  curtain  and  the  attendant 
crisis  is  underscored  by  the  Professor's  momentous  observation: 
"Miss  Malloy,  what  you've  just  done  can't  possibly  be  done!" 

Technically,  the  curtain  is  indicated  by  a  fade  out.  Filmed 
half-hour  plays  seldom  use  fade  outs  to  black  except  for  the  end  of 
an  act.  Movies,  as  you  are  probably  aware,  do  not  utilize  the  dark 
screen  effect  for  passage  of  time  or  any  other  transitions.  Since 
filmed  TV  dramas  are  a  form  of  screenplay,  the  technique  in  writing 
for  TV  film  is  closely  allied  to  that  of  the  cinema. 

Act  II 

Correlatively,  fade 
in  is  indicated  for  the  opening  of  the  second  act.  Here,  in  this 
opening  scene,  props  are  used  to  good  advantage  adding  greatly  to 
the  imaginative  humor  of  the  situation.  The  writer  keeps  his  play 
in  the  comedy  vein,  avoiding  outright  farce  by  stressing  that  the  lab 
be  authentic  in  every  respect  and  not  "a  Frankenstein  nightmare." 
The  situations  are  comical  enough  and  any  burlesque  would  prove 
detrimental  to  the  structure  of  the  play.  It  would  destroy  the  illusion 
and  break  the  thread  upon  which  the  "suspension  of  disbelief"  hangs. 

Molly  Malloy,  as  we  have  come  to  know  her,  is  honest,  forth- 
right and  gifted  with  a  wonderful  imagination.  She  believes  there 
are  things  in  this  world  beyond  man's  earthly  reasoning  and  so  she 
accepts  the  phenomenon  of  the  dolls.  Her  attitude  presents  a  strong 
contrast  to  Professors  Meyerdal  and  Harnish  whose  scientific  train- 
ing does  not  permit  them  to  accept  any  phenomenon  which  does  not 
adhere  to  the  laws  of  science. 

As  Molly  realizes  the  impact  of  her  "strange  talent,"  she  be- 
comes aware  of  her  own  power  and  "impishly"  paints  its  potential- 
ities to  the  worried  professors.  This  is  all  in  keeping  with  her  own 
whimsical  imagination  and  innate  humor.  When  she  says  "I  may 
be  asking  a  few  favors  on  your  part"  for  keeping  quiet  about  her 
"impossible"  accomplishments,  it  is  not  to  take  advantage,  in  the 
derogatory  connotation  of  the  word;  as  we  learn  later,  the  favors  she 
desires  are  all  for  a  good  cause. 

Molly's  closing  lines  of  dialogue  in  this  scene,  referring  to  her 
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father  (".  .  .  it's  almost  impossible  to  stop  an  Irishman  from  talking") 
prepare  us  for  the  events  of  the  next  scene  in  which  we  find  Dennis 
Malloy  in  his  element.  The  confidant  of  leprechauns  is  naturally 
enough  a  master  of  the  blarney  and  again  we  can  understand  why 
the  routine  workaday  world  is  not  for  such  as  Dennis  Malloy. 

Both  the  Dennis  Malloy  "barker"  sequence  and  the  com- 
mentary of  the  news  analyst,  Milton  Holmes,  serve  to  move  the  play 
by  showing  the  widespread  interest  Molly  Malloy  has  aroused.  It  is 
this  public  interest  and  the  clamor  of  the  press  which  leads  the  dis- 
traught scientists  to  attempt  to  divert  attention  from  their  own  in- 
ability to  explain  the  phenomenon.  They  accuse  Molly  of  being  the 
possessor  of  dangerous  gifts.  This  aspect  of  the  play  is  allegorical  in 
nature.  The  analyst's  comments  may  be  satiric  .  .  .  "Is  she  a  sorceress 
or  is  she  a  genius?"  .  .  .  but  the  thoughtful  viewer  will  recognize  the 
incident  as  having  had  many  a  serious  counterpart  in  history. 

We  find  that  the  investigating  committee  acts  in  a  sane  and 
kindly  manner  toward  Molly.  This  adds  balance  and  pacing  to  the 
drama.  If  the  investigating  committee  were  pictured  as  distraught 
as  the  scientists,  the  play  would  run  on  one  high-pitched  level  and 
would  lack  contrast,  much  in  the  manner  of  a  musical  composition 
played  entirely  fortissimo. 

The  stature  of  Molly  is  increased  in  our  eyes  by  the  decision 
which  she  makes.  Although  the  decision  is  contrary  to  her  own 
principles,  she  feels  it  will  be  for  the  greater  good.  She  lies  .  .  .  "It 
might  very  well  be  that  my  trick  is  just  sleight  of  hand."  She  has 
eased  the  untenable  position  of  the  scientists  and  the  committee. 
Furthermore,  she  will  be  permitted  to  teach  as  she  believes.  To  that 
end,  she  has  made  a  sacrifice.  This  is  an  illustration  of  one  of  the 
basic  elements  of  conflict:  man  against  his  conscience. 

It  is  also  in  the  above  scene  that  the  philosophy  of  the  play  is  so 
succinctly  stated  by  Molly  Malloy:  "When  everyone  is  more  or  less 
the  same  ...  all  conforming,  all  agreeing  .  .  .  there's  an  end  to 
progress." 

Now  the  play  has  come  full  round.  It  opened  on  the  classroom 
scene  where  the  conflict  began.  We  have  seen  the  resolution  of  the 
conflict  as  Molly  Malloy  has  won  her  battle  .  .  .  fully  ...  for  the 
magic  is  still  within  her.  And  as  comedy  should,  "The  Glorious  Gift 
of  Molly  Malloy"  leaves  us  with  the  warmth  of  an  appreciative  smile. 
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Much  of  the  credit 
for  some  of  the  peaks  the  hour  television  drama  has  reached  belongs 
to  Fred  Coe,  who  for  several  years  produced  the  Sunday  night  "Tele- 
vision Playhouse."  Under  his  guidance  and  inspiration  many  of  our 
top-flight  video  dramatists  were  developed  and  had  an  opportunity  for 
truly  creative  work.  To  Coe,  the  writer  was  of  prime  importance, 
the  creator  of  dramas  of  literary  merit,  not  merely  vehicles  for  stars. 
Although,  at  this  writing,  the  "Television  Playhouse"  appears  to  have 
seen  its  last  season,  the  hour  video  drama  has  become  a  mainstay  of 
the  networks.  The  Kraft  TV  Theatre  is  a  veteran  of  more  than  a 
decade,  presenting  hour  dramas  fifty-two  weeks  a  year  and  its  recent 
offering  of  a  $50,000  award  for  the  best  play  produced  on  the  series 
during  the  span  of  a  year  is  a  golden  boon  for  the  TV  dramatist.  The 
purpose  of  the  award  is,  of  course,  to  attract  the  finest  writers  to  the 
program.  "Studio  One"  has  been  in  the  forefront  in  the  presentation 
of  some  very  excellent  hour  plays.  And  some  very  fine  dramatic  and 
suspenseful  writing  has  been  done  for  such  programs  as  "Climax!", 
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"Kaiser  Aluminum  Hour,"  "United  States  Steel  Hour,"  "Wire  Serv- 
ice," etc.  Hour-long  dramatic  series  have  come  and  gone,  for  the 
television  program  structure  is  in  a  constant  state  of  flux. 

There  have  been  two  bold  ventures  in  the  realm  of  drama: 
NBC's  "Matinee  Theater,"  a  daily  series  of  hour-long  dramas,  and 
CBS's  "Playhouse  90,"  a  weekly  series  of  hour  and  a  half  produc- 
tions. The  number  of  scripts  consumed  by  "Matinee  Theater"  is 
phenomenal.  Its  producer,  Albert  McCleery,  runs  what  critic  John 
Crosby  has  termed  "the  greatest  show  business  factory  in  the  world." 
McCleery  won  his  fame  back  in  1952  when  he  directed  the  "Cameo 
Theater"  and  introduced  experimental  techniques  to  television.  His 
use  of  "cameo"  technique  —  that  is,  the  production  of  plays  without 
the  use  of  full  sets  or  expensive  backdrops  —  cut  the  costs  of  TV 
drama  considerably.  This  technique  permits  little  or  no  use  of  the 
long  shot  and  most  camera  actions  are  close-ups  or  medium  close-ups. 
Full  advantage  is  also  taken  of  TV's  fluid  movement  from  scene  to 
scene.  McCleery  utilized  this  technique  when  he  was  producing  the 
"Hallmark  Hall  of  Fame"  series  and  now  employs  it  for  his  "Matinee 
Theater"  productions.  Since  "Matinee  Theater"  runs  on  a  limited 
budget,  sometimes  producing  five  shows  each  week  at  the  cost  of  one 
night-time  hour  drama,  the  "cameo"  technique  appears  to  be  per- 
fectly devised  for  the  series. 

Before  the  advent  of  "Playhouse  90,"  most  hour  and  a  half 
productions  on  TV  were  in  the  nature  of  so-called  "spectaculars," 
presented  on  a  once  a  month  basis,  such  as  "Producer's  Showcase," 
or  an  even  less  frequent  basis.  The  "spectaculars"  are  still  with  us 
and  they  include  musical  comedies,  variety  shows  and  dramas. 
However,  "Playhouse  90"  was  the  first  program  to  present  hour  and 
a  half  dramas  on  a  regular  weekly  basis.  The  success  of  the  CBS 
series  will  undoubtedly  inspire  other  hour  and  a  half  weekly  dramatic 
shows. 

Both  the  hour  and  the  90-minute  programs  offer  the  TV  drama- 
tist wider  scope  for,  freed  from  the  time  limitations  of  the  half- 
hour  drama,  the  playwright  actually  has  a  "first  act"  to  work  with. 
He  also  has  more  time  for  plot  and  character  development,  more 
opportunities  for  heightening  conflict.  He  may  even  permit  himself 
the  luxury  of  a  subplot. 

In  most  instances,  the  hour  drama  is  presented  in  three  acts, 
although  one  of  the  hour  series,  for  a  time,  used  a  two-act  format.  In 
the  hour  play,  therefore,  the  video  dramatist  plans  in  terms  akin  to 
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the  theater  playwright,  at  least  insofar  as  having  first,  second  and 
third  act  curtains.  However,  there  is  still  a  wide  divergence  in  time. 
The  theater  play  may  run  two  to  two  and  a  half  hours;  the  hour  TV 
drama  from  48  to  50  minutes;  the  hour  and  a  half  drama  from  68 
to  70  minutes. 

The  craftsmanship  of  the  TV  dramatist  becomes  apparent  in 
his  ability  to  cope  with  the  requirements  of  the  medium.  Each  of 
his  three  acts  for  the  hour  play  vary  in  length  from  1 5  to  17  minutes, 
approximately.  A  crisis  must  occur  at  the  end  of  Act  One  and  Act 
Two,  and  there  must  be  a  climax  and  final  resolution  in  Act  Three. 

The  weekly  hour  and  a  half  drama,  as  exemplified  by  "Play- 
house 90,"  has  about  five  curtains,  that  is,  there  are  five  interruptions 
for  the  commercials.  The  expense  of  these  weekly  productions  has 
forced  the  network  to  sell  portions  of  the  time  to  several  different  spon- 
sors. We  have  mentioned  previously  that  the  astronomical  costs  of 
full-scale  TV  productions  necessitated  dual  sponsorship  of  programs 
so  that  the  Kraft  Theatre  with  its  single  sponsor  is  more  the  exception 
than  the  rule.  Therefore  the  90-minute  drama  has  to  be  written 
with  these  commercial  breaks  in  mind.  Bill  Barton,  columnist  of 
Radio-Television  Daily,  averred  that  the  "success  of  'Playhouse  90' 
was  due  in  part  to  the  care  in  selecting  good  breaks  in  the  strong 
story  lines  for  the  'money'  interruptions." 

There  was  some  conjecture  when  "Playhouse  90"  began  its 
series  as  to  whether  or  not  the  many  interruptions  would  prove  fatal. 
The  danger  of  too  many  "curtains"  is  that  the  audience  may  become 
restless  and  that  the  mood  of  the  play  is  constantly  disrupted.  How- 
ever, the  fact  is  that  "Playhouse  90"  has  proved  highly  successful  in 
holding  a  large  audience,  despite  protests  against  the  frequent  com- 
mercials. Exceptionally  well  written  plays  such  as  Rod  Serling's 
"Requiem  for  a  Heavyweight"  and  Tad  Mosel's  "If  You  Knew 
Elizabeth"  are  the  reason  for  the  success  of  the  hour  and  a  half 
series. 

These  two  innovations,  "Matinee  Theater"  and  "Playhouse  90," 
point  up  the  fact  that  the  writer  who  wishes  to  make  a  career  of 
writing  television  drama  must  be  aware  of  TV's  changing  needs. 
The  writer  finds  that  he  must  be  not  only  a  doer  but  a  watcher.  He 
must  be  aware  of  the  special  requirements  of  many  television  pro- 
grams. "Matinee  Theater,"  for  example,  prefers  that  casts  be  limited, 
preferably  to  about  eight.  The  "cameo"  technique  permits  rare  use 
of  crowd  scenes.    As  the  writer  studies  the  current  crop  of  hour 
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dramas  appearing  on  his  TV  screen,  he  will  discover  the  types  of 
plays  each  series  prefers. 

Right  now,  we  believe  it  will  serve  a  very  practical  purpose  for 
the  writer  to  study  the  hour  TV  play  we  have  included  in  this  text. 
The  script  of  "Anna  Santonello"  is  reproduced  as  below  for  study 
purposes.    (For  actual  typing  format  see  Chapter  5.) 


"ANNA    SANTONELLO" 

"Anna  Santonello" 
was  written  by  Bob  Crean  and  presented  on  the  Kraft  TV  Theatre. 
It  is  the  story  of  an  Italian-American  family  and  the  title  role  was 
played  by  one  of  television's  finest  actresses,  Eileen  Heckart.  If  you 
were  fortunate  enough  to  have  seen  this  play,  you  will  not  have 
forgotten  her  performance. 

Jack  Gould  of  the  New  York  Times,  in  reviewing  the  play, 
called  it  a  "poignant  and  sensitive  study,"  a  story  written  "with 
grace,  understanding  and  an  economy  of  words  that  aided  its  gentle 
emotional  strength."  Variety's  reviewer  was  of  the  opinion  that  author 
Crean's  "capacity  to  conquer  a  mood  with  his  simple  dialogue  and 
vibrant  characterizations  of  a  people  and  their  way  of  life  certainly 
holds  forth  promise  of  an  exciting  addition  to  the  ranks  of  topflight 
video  dramatists." 

Here  is  the  play. 

CAST 

Anna  Santonello   (About  28) 
Her  Brothers: 

The  Eldest   (35) 

The  Middle   (32) 

The  Youngest   (26) 
The  Priest   (About  60) 
John  Kelly  (A  plumber  —  about  30) 
Teresa  (An  upstairs  neighbor  —  about  26) 
Philip  Poletti   (A  grocer  —  about  38) 
Mama  Poletti  (About  60) 
Jerry  (A  plumber's  assistant)    (Bit) 
Moose   (A  bartender)    (Bit) 
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Settings  —  4 
Interiors: 

Unit  —  The  Santonello  kitchen,  bedroom  and  laundry  room. 

The  bar  at  the  Crescent  Moon,  a  neighborhood  cafe. 
Exteriors: 

The  vegetable  stands  before  Poletti's  grocery. 

An  outdoor  shrine. 
(See  text  for  descriptions  and  special  requirements  of  settings.) 

Kraft  Television  Theatre 

Full   screen  hexagonal  "K" 

Announcer:  The  Kraft  Television  Theatre  comes  to  you  live 
from  New  York.  The  play  is  performed  at  the  moment  you  see 
it  .  .  .  living  theatre  for  your  best  television  entertainment. 
Pause  —  music  —  theme  —  the  kraft  television  theatre 
symbol  dollies  into  center  of  screen  and  turns,  model 
camera  never  stops  facing  forward  but  always  turns  so 

WE    CAN    SEE   THE    LETTER   "k"   ON    THE    SIDE. 

Announcer:  Good  evening.   This  is  Charles  Stark  speaking  for  the 

Kraft  Foods  Company  makers  of  the  world's  favorite  cheese 

—  who  bring  you  each  week  all  year  long,  a  fine  play  with  a 

fine  cast  on  .  .  . 
Dissolve   to   film: 

Kraft 

Television 

Theatre 
Announcer:  The  Kraft  Television  Theatre. 
Dissolve  to  film 
Super  title 

"Anna  Santonello"  by  Bob  Crean. 

"ANNA    SANTONELLO" 
Act  One 

Opening  shot: 

Anna  Santonello  at  work  in  her  kitchen  on  a  hot  june  aft- 
ernoon, the  Santonello  house,  in  an  Italian  commu- 
nity of  a  small  city,  is  old.  yet,  Anna's  kitchen 
boasts    gleaming    appliances  —  a    fine    sink,    stove, 
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refrigerator.     the  kitchen  has   been     modernized, 
formica  surfaces  shine  atop  old  wooden  counters: 
new  cabinets  hang  along  the  walls. 
But  the  kitchen  is  large,  and  Anna's  modern  units  fill 
only  one   end.     in   contrast,   there   is   a   large   old 
table  with  four  matching  chairs,  plus  an  easy  chair 

IN  THE   CONSPICUOUS   "hEAD-OFTHE-TABLE"   POSITION.   THE 

easy  chair  is  old  and  worn,  almost  molded  to  the 
shape  of  a  stooped  old  man. 
Three    doors    open    off    the    kitchen,     a    swinging   door 
leads  to  a  dining  room  (which  the  camera  does  not 
enter).      another     door     leads     directly     off     the 

KITCHEN     INTO     THE     BEDROOM     OF     Anna's     BROTHERS.       A 

third  door  leads  to  an  entryway  which  has  been 
converted  to  a  laundry  room.  from  the  entryway 
we  look  through  a  screen  door  down  a  small  path 
roofed  with  grape  vines  to  a  cement  alley. 

Though  the  house  is  now  in  mourning,  this  atmosphere 
has  not  invaded  the  kitchen.  the  afternoon  sun 
shines  brightly  through  the  windows.  but  anna 
must  gradually  reveal  to  us  that  she  is  taut  with 
mourning:  that  beneath  her  full  apron  is  a  black 
dress.  Anna,  her  face  drawn,  is  working  indeci- 
sively BETWEEN  STOVE  AND  SINK.  THE  BACK  DOORBELL 
RINGS  TWO  LOUD  BLASTS  ON  AN  EXCEPTIONALLY  JAR- 
RING bell.  Anna  starts,  her  whole  body  trembling, 
her  hands  flying  to  her  face. 

She  hurries  through  the  laundry  room  with  its  auto- 
matic WASHER  AND  DRYER. 

Standing  outside  the  screen  door  is  a  big  man  in  white 
overalls.  he  wears  no  undershirt  and  the  white 
straps  cross  his  brown  shoulders.  his  face  is  big 
with  large  honest  features.  on  his  mass  of  dark 
hair  is  a  white  cap  bearing  the  words  "mcavoy 
Plumbing."    his  name  is  John  Kelly. 

Kelly:  You  got  a  clothes  dryer  needs  connecting? 

Anna:  Yes.  My  new  dryer. 

Kelly  (entering):   Where's  it  at? 

Anna:   You  going  to  hook  it  up  now? 

Kelly  sets  down  his  tools,  consults  pad. 
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Kelly:  I  got  it  on  my  schedule  sheet,  lady.  Thursday.  Four  p.m. 
It's  four  p.m. 

Anna:  Will  you  mind  not  to  hook  it  up  today? 

Kelly  (studying  dryer):  Make  your  mind  up.  It's  your  ma- 
chine. 

Anna:    I  dunno. 

Kelly:  Make  your  mind  up  yes  or  no.  I  got  no  time  for  any  debat- 
ing society. 

Anna  stares,  numbed  by  this  pressure.  Kelly  turns  and 
looks  at  her.  we  must  see  the  impact  of  their 
MEETING  —  Anna  overwhelmed  by  the  power  OF  THIS 
man;  Kelly  recognizing  Anna's  feminine  receptivity 
to  this   power. 

Kelly:  Lady!  Yes  or  no?  No?  Yes?  Yes? 

Anna  (shattered):  Yes,  I  guess.    I  dunno!    she  clamps  her 

HANDS  OVER  HER  FACE  AND  RUNS  FROM  THE  ROOM. 

CU: 

Kelly's   face  —  interested,  confused 

Cut  to: 

Kitchen.  Anna  rushes  across  kitchen  into  the  bedroom  of 
her  three  brothers.  as  she  shuts  the  bedroom  door, 
her  "Middle"  brother  enters  the  kitchen  angrily 
from  the  dining  room. 

Middle  :  Hey  what's  with  the  doorbell  ringing?  You  shoulda  stuffed 
that  up  with  cotton. 

Not  finding  Anna,  he  stops  in  the  center  of  the  kitchen, 
the  Middle  brother  is  about  32  and  is  lean  and  wiry, 
he  is  the  most  alert  of  the  three  brothers  and,  like 
the  others,  he  is  gruff,  handsome,  and  well  built.  he 
wears  a  black  suit  awkwardly,  his  wrists  jutting 
from   the    cuffs,   his   neck  irritated   by   the    stiff 

COLLAR. 

From  the  laundry  room  comes  the  rattle  of  Kelly  un- 
packing  HIS    TOOLS. 

Middle  (to  Kelly):  Hey  .  .  Wha'  you  think  you're  doing! 

Kelly:    Connecting  the  dryer. 

Middle  (entering  laundry):  We  don't  want  nothing  fixed  up 
today.    Take  your  stuff  out  of  here. 

Kelly  (still  working):  If  I  don't  get  it  today,  buddy,  I  don't 
get  back  around  for  two  weeks. 
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Middle:    I  told  you  get  out  of  here! 

Kelly:  Look!    The  lady  told  me  to  go  head.    This  is  the  time  she 

re-quisitioned  on  the  schedule. 
Middle  :  I  don't  care  what  she  said. 

Kelly  consults  a  big  turnip  watch  from  a  "vest"  pocket. 
Kelly:  It's  four  p.m.    I'm  always  on  the  schedule.    Two  minutes 

after. 
Middle:    I  told  you!    Out! 
With  a  vicious  sweep  of  his  foot,  he  sends  Kelly's  tool 

BOX  across  the  floor,   it  hits  the  screen  door,  tools 

tumbling  outside. 
Kelly's  big  fists  rise  into  fight  position. 
Kelly:    Hey! 
The  brother  grabs  Kelly  by  the  vest  of  his  overalls, 

pushing  him  back  towards  the  door. 
Middle:  I  told  you  get  out  of  here!! 
Kelly:    Keep  ya  hands  off! 

Middle   (with  two  shoves):   Get  out!    Get  out! 
Kelly  bangs  against  the  doorjamb.   he  jerks  his  head  and 

with  one  quick  swipe  he  brushes  off  the  brother's 

hands  from  their  grip.    then,  with  a  deep  animal 

grunt,      he      swings      powerfully,      slamming     the 

brother's  SHOULDER  WITH  HIS  BROAD  PALM. 

The  brother  is  hurled  across  the  room,  thudding  against 
the  clothes  dryer.  he  is  thrown  back  over  it,  his 
back  prostrate  against  it. 

Kelly  approaches  slowly,  his  fists  weaving,  the  brother 
massages  his  shoulder,  panting,  glaring  up  at  kelly 
in  angry  fear.  he  makes  no  move  and  kelly  stops 
before  him,  his  fists  still  ready. 

Middle  (huskily):  Listen  .  .  .  We  got  a  death  in  this  house. 

Kelly  (impressed):  A  death  .  .  .  ?  You  coulda  told  some- 
body. 

Kelly  sags,  angry  yet  sheepish  with  guilt. 

Kelly  (cont'd):  The  —  the  girl  didn't  say  anything. 

Kelly  turns  to  his  tools,  retrieving  them,  ready  to 
leave.  this  is  as  good  as  a  victory  to  the  brother, 
he  stands  erect,  still  massaging  his  shoulder,  and 
frowning  down  upon  kelly  he  commands. 

Middle:  Fix  the  machine!    Fix  it!    Then  get  out! 

The    brother    leaves    the    room    quickly,     he    crosses 
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kitchen,  breathing  heavily,  massaging  his  shoulder, 
on  the  verge  of  sobbing.  he  pushes  open  the  bed- 
room door  and  enters. 

Cut  to: 

The  brother's  bedroom  containing  two  double  beds  and 
a  single,  the  windows  are  shadowed  by  the  wall  of 
the  house  next  door  and  the  room  is  dim.  anna  stands 
at  the  windows,  clutching  the  lace  curtains,  and 
looking  out  at  a  tree  which  grows  in  the  few  feet 
between  the  two  buildings. 

The  Middle  brother,  entering,  is  surprised  by  her 
presence. 

Middle:   Anna. 

Anna:   You  scared  me. 

Middle  :  You  shouldn't  of  let  that  guy  fix  the  dryer. 

Anna  says  nothing,  she  remains  at  the  window,  staring 
out.   the  brother  sits  on  a  bed,  rubbing  his  shoulder. 

Middle:  That's  a  wise  guy  out  there,  (no  answer)  he  rubs 
some  more,  looks  up.  What's  the  matter  with  you?  Why 
are  ya  in  here? 

Anna   seems   huddled   at   the   window  and   the   brother 
waxes  sympathetic. 
You  crying? 

Anna:  No.    I  don't  feel  like  crying. 

Middle:   Not  for  the  old  man? 

Anna:  Who's  got  to  cry  for  Papa.  Papa's  got  perpetual  light  shining 
on  him. 

Middle:   Got  what? 

Anna:  You  know  the  prayer  —  May  he  rest  in  peace;  and  let  per- 
petual light  shine  upon  him. 

The  brother  breaks  down  with  hoarse  sobs.  Anna  re- 
mains STARING  OUT  THE  WINDOW.  THE  BROTHER  STRUG- 
GLES FOR  CONTROL,  WIPING  HIS  EYES  ON  THE  BED- 
CLOTHES. 

Middle:   I'm  sorry.    I'm  sorry.    You  shouldn't  of  said  the  prayer, 

that's  all.    Agh  —  if  the  old  man  seen  me! 
Anna  (flatly):    His  big  strong  son. 
Middle:    Papa  should  have  some  tears! 
Anna:   Don't  you  worry  about  the  tears.    Tonight  the  old  women 

will  come.    Oh,  they'll  cry  all  right.    They  will  be  crying  and 
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crying  and  crying  for  Papa.  Like  they're  all  his  wives  or  some- 
thing. Even  the  ones  that  hardly  know  him.  Papa  will  have 
tears  all  right. 

Middle:   But  not  from  his  own  daughter? 

Anna  (her  throat  tight)  :  I  don't  have  no  tears.  Didn't  you 
know  that?  I  never  got  so  fat  and  full  of  tears  like  them  other 
women.  I  only  dried  up  like,  (her  voice  raw  with  sor- 
row) And  I  miss  Papa  —  but  I  couldn't  cry  for  the  life  of 
me. 

Middle:  What's  all  this  talking  with  you  all  of  a  sudden!    (Anna 

LOOKS  AT  HIM,  BEGGING  FOR  UNDERSTANDING)  Anna,  what's 

the  matter  at  you? 
Anna:  I  don't  know.  I'm  mixed  up. 
Middle  :  You  better  stop  talking  so  crazy. 
Anna  goes  to  door. 

Middle:  You  understand!    You  better  start  acting  right! 
Anna  (quietly):  Who  you  telling.    Who  you  telling  to  act  right, 

hah?   The  big  man.    Bawling  like  a  baby.    The  big  strong  son! 
Middle:    Shut  up! 
Anna  exits. 

Cut  to: 

Kitchen  where  Kelly  the  plumber  stands,  hat  in  hand, 

at  the  door  to  the  laundry  room. 
Anna  sees  him  as  she  leaves  the  bedroom,    she  catches 

her  breath,  then  shuts  the  bedroom  door  quietly 

behind  her. 
Kelly:  I'm  —  I'm  sorry  for  your  troubles. 
Anna  (quietly):   Thank  you. 

Kelly:  The  guy  told  me.   You  got  a  death  in  the  house. 
Anna:    My  father. 
Kelly:    I'm  sorry. 
Anna:   He  was  eighty-two. 

Kelly:  It's  okay  to  use  the  machine.   The  installation  is  completed. 
Anna:   Thank  you. 
Kelly:   I'll  come  back  next  week  if  you  want  and  show  you  the 

operation. 
Anna:   Now's  as  good  a  time. 
They  enter  laundry  room 
Kelly:  You  see,  it's  very  simple.    You  set  it  here.    For  wool  and 
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cotton.  For  knits.  For  delicate  fabrics.  Like  your  underwear, 
you  know? 

He  throws  a  glance  with  Anna.  Anna  bats  her  eyes  and 
folds  her  arms  across  her  breast  in  an  unconscious 
gesture  of  modesty. 

Kelly:  Yeh.  You  put  your  load  in.  It's  better  if  you  shake  the 
clothes  out  first.  The  timing  you  set  here.  The  timing  is  differ- 
ent for  how  much  weight  you  put  in.  Here's  a  book  tells  you 
all  about  it. 

Anna:    It  sounds  hard. 

Kelly:  It's  easy  once  you  get  used  to  it. 

Anna:  I  didn't  want  the  dryer.  My  brothers  wanted  I  should  have 
it. 

Kelly:  One  of  your  brothers  must  be  smart.    It's  a  good  machine. 

A.nna:    I  suppose. 

1  ,h,.  ly  :    How  many  brothers  you  got? 

Anna:   Three. 

Kelly:  I  guess  that  one  was  mad  with  me,  huh? 

Anna:    He  didn't  say  he  was. 

Kelly:  Would  you  sign  this  here? 

Anna  signs  order  form,  then  Kelly  studies  the  signa- 
ture. 

Anna:   Anna.    Anna  Santonello. 

Kelly:    Santa  —  ? 

Anna  (in  rolling  Italian):  Santonello.  (she  spells  it  out) 
S-a-n-t-o-n-e-lT-o . 

Kelly:  Thanks,  Miss  Santanelli.  (at  door)  And,  like  I  said,  I'm 
sorry  for  your  troubles.    If  I'd  of  known  — 

Anna:   It's  all  right. 

Kelly  (through  screen  door):  You  shouldn't  have  no  trouble 
with  it.    If  you  do  —  my  name's  on  the  tag. 

He  turns  to  go  and  collides  with  Teresa  who  is  descend- 
ing FROM  A  STAIRWAY  THAT  OPENS  INTO  THE  ENTRYWAY. 
SHE  IS  CARRYING  A  CAKE.  THEY  DO  NOT  SPEAK.  KELLY 
MOVES    TO    DOOR.     TERESA    GIVES    KELLY    THE    ONCE    OVER. 

Kelly  (to  Anna):    So  long. 

He  exits,    we  see  him  go  down  path  and  Anna  watches 

him  blankly  as  teresa  speaks. 
Teresa:  Hi.    I  brought  you  down  a  cake. 
Anna:  You  didn't  need  to.   Oh  Teresa  —  you  didn't  need  to  do  that. 
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They  enter  kitchen 

Teresa:  How  good  it  is  —  there's  no  guarantee. 

Anna:  Everybody  is  been  sending  stuff  over.   Cakes,  pies,  meat  loaf. 

Chicken. 
Teresa  (glancing  to  stove):  So  you're  still  cooking! 
Anna:    What   else   I   should   do   beside   cooking?     Anyway  —  my 

brothers  don't  like  the  sweets. 
Teresa:   A  meat  loaf  is  sweet? 
Anna:  Well,  you  know,  they  like  their  dishes  special  ways  prepared 

and  — 
Teresa:  Anna,  you  sit  down  for  a  cup  of  coffee! 
Anna  (sitting):  I  should  finish  up  and  be  going  in  there. 
Teresa  (heating  coffee):  There's  none  of  the  women  arrived 

yet.    I  been  looking  out  the  upstairs  window.  —  Where's  your 

cups?  —  You   should   go   in   there   and   sit  with   all   the   old 

men? 
Anna:  I  should  stand  up  next  to  my  brothers. 
Teresa:  You  sit  down  at  the  table.  We'll  have  a  cup.   I  got  a  couple 

of  minutes  while  the  baby's  asleep. 
Anna  (jumping  up):  Do  I  owe  you  a  jar  of  baby  food? 
Teresa:    Forget  it.    Sit. 
Anna:    At  least  I  won't  be  borrowing  your  baby  food  no   more 

when  I  run  out.    Nobody  in  the  house  except  Papa  eats  baby 

food. 
Teresa  (bringing  coffee):   Here.    Sit. 
Anna  sits  at  one  end  of  the  table,    she  stirs  her  coffee 

idly,  staring  at  the  arm  chair  at  the  table's  other 

END. 

Anna  (musing):   Just  like  a  baby  .   .  . 

Teresa:   Humn? 

Anna:  I  was  remembering  .  .  .  how  Papa  couldn't  eat  so  well.  He 
wasn't  so  —  neat!  You  know?  I  had  to  spoon  feed  him.  Just 
like  a  baby.  And  one  time,  it  was  before  you  moved  in  upstairs 
—  I'll  never  forget  him  —  I  sewed  him  up  a  kind  of  bib,  you 
know?  To  save  on  ironing  the  shirts.  Oh,  you  should  have 
seen  him!  He  couldn't  talk,  you  know,  but  his  eyes  —  them 
black  eyes  —  just  looked  at  me.  If  looks  could  kill!  So  he 
hammers  on  the  table  with  his  spoon  and  one  of  the  boys  come 
in  and  took  the  bib  off  him.  Oh  he  was  mad  with  me!  For  two 
days  he  wouldn't  eat.    Umhumn  .  .  . 
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She  is  emotionally  shattered  but  she  does  not  weep 

You  know,  I  sit  here,  and  I  almost  can  see  him  sitting  in  that 
chair.    You  know  .  .  .  I'm  going  to  miss  Papa. 

Teresa:  You  know  who's  going  to  miss  him?  The  baby.  Did  she 
like  your  father!    And  he  liked  her! 

Anna:    They  was  two  of  a  kind. 

Anna  rises 

Teresa:  Sit  down,  finish  your  coffee. 

Anna  sits 

You  got  to  stop  working  at  a  time  like  this.  Everybody  is  going 
to  help  out. 

Anna's  Eldest  brother  enters  from  the  dining  room 
through  the  swinging  door.  he  is  about  35,  a  grim 
work-hardened  man  but  like  this  other  brother  he 
has  handsome  italian  features  and  a  rugged  phy- 
sique, uncomfortable  in  his  black  suit,  he  carries 
a  delicate  ornamented  dish  in  his  fist. 

Eldest  (gruffly):  Give  some  more  biscotti. 

Anna  hurries,  filling  the  dish  from  a  large  tin  of 
pastries.  the  eldest  gets  two  bottles  of  wine 
from  a  cabinet.  with  sure  strength,  he  pulls  the 
corks.    the  women  are  silent.    then: 

Teresa  (rising):  Mister  Santonello.  I  want  to  tell  you:  I'm 
sorry  for  your  trouble. 

With  a  grave  sweep  of  his  hand  he  brushes  aside  any 

ANSWER. 

Well,  I  guess  I  better  be  getting  back  upstairs,  huh?  (at 
door)  Yell  up  if  you  want  anything. 

Anna:   Thank  you,  Teresa. 

Teresa  exits. 

Anna  gives  her  brother  the  refilled  dish. 

Eldest  (studying  her):  You  better  get  dressed  up. 

Anna:    Under  my  apron  I'm  dressed  up. 

She  shows  her  black  dress,  the  brother  grunts  and 
exits.    the  door  swings  to. 

Anna  (rushing  to  door):  What  you  want  for  supper? 

There  is   no  answer. 

Anna  is  relieved  to  be  alone,  she  makes  work  for  her- 
self IN  THE  KITCHEN,  PUTTERING  AT  THE  STOVE.  UN- 
CONSCIOUSLY    SHE     STARTS     TO     HUM.       CROSSING     TO     THE 
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cupboard  she  takes  down  a  jar  of  baby  food.  still 
humming,  she  starts  to  pry  the  top  off. 
The  Middle  brother  enters  the  kitchen  from  the  bed- 
room. HE  IS  SOUR  AND  DOES  NOT  LOOK  IN  HER  DIRECTION 
UNTIL  HE  HEARS  THE  HUMMING.  THEN  HE  GLARES  AT 
HER. 

Middle:   Anna! 

She  stops  humming,    his  look  sears  her.    he  exits  into 

dining  room.   anna  looks  at  the  baby  food  jar  in  her 

hand.    then  she  looks  at  the  armchair.    it  is  empty. 

she   stands  and  wonders. 
The  Priest  enters  from  the  dining  room,    he  is  old  and 

his  round  face  has  a  clarity  of  spirit.  but  he  is  a  man 

of  rough  mannerisms,  his  voice  low  and  gravelly. 
Priest:   Anna  .   .   . 

Anna:  Father.   I  didn't  know  you  was  here. 
Priest:   How  are  you,  Anna? 

Anna:  Fine,  Father.    You'll  have  some  wine,  Father? 
Priest  raises  his  hand,  shows  a  small  wine  glass. 
Priest  (solemnly):  Anna,  what's  this  I'm  hearing  about  you. 
Anna  (bewildered):    Me,  Father? 
Priest:   Anna.    You  are  always  close  to  the  Church,  eh?    Daily 

Masses,  evening  devotions,  the  Altar  Society.    You  are  a  good 

girl,  Anna. 
Anna:   Not  so  good,  Father. 
Priest:  But  you  have  the  —  the  spiritual  understanding  about  your 

Papa.    Do  you? 
Anna:  Yes,  Father.    I  know  Papa  is  in  heaven. 
Priest:  Anna  —  your  brothers  are  very  upset. 
Anna  (understanding  now):   Oh  .   .   . 

Anna  gives  no  defense  against  her  brothers'  complaints. 
Priest:  This  is  a  bad  time.    For  everyone,  eh? 
Anna:    Yes,   Father. 
Priest:    But  you,  Anna,  you  have  the  spiritual  strength  to  help 

your  brothers  now.    They  don't  come  to  the  church  so  often. 

They  limp  a  little,  eh? 
Anna:    I'll  try,  Father. 

Priest:  Anna  —  is  there  anything  you  want  to  talk  out? 
Anna:    Nothing,  Father. 
Priest:  You  got  my  help  if  you  need  it. 
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Anna:  I'm  nervous,  you  know?  And  tired  out  from  the  heat.  That's 
all. 

Priest:   You  have  some  wine  yourself. 

Anna:   No  thank  you,  Father. 

Priest:   Drink  up.    For  helping  the  nerves. 

He  hands  her  his  own  glass.  Anna  obediently  takes  a 
small  sip. 

Priest:  I'm  going  to  lead  the  Rosary  now.   You  will  be  in? 

Anna:   Yes,  Father. 

The  Priest  exits  into  dining  room. 

Anna  puts  down  the  wine  unfinished,  she  scurries 
around  the  kitchen  making  work  for  herself.  from 
the  front  rooms  comes  the  deep  male  chant  of 
the  rosary.  anna  reaches  into  her  apron  pocket, 
she  takes  out  her  beads  and  as  she  works  she  joins 
in  the  prayers.  we  hear  only  her  sibilant  whisper 
against  the  chant  of  the  men.  (the  prayer  is  the 
apostles'  creed,  "I  believe  in  God,  the  Father  Almighty," 
etc.) 

The  dining  room  door  opens.  Anna's  Youngest  brother 
sticks  his  head  in  the  door.  he  is  about  28  with  the 
innocent  face  of  a  plucky  young  prize  fighter, 
he  frowns  at  anna,  pulls  his  head  toward  the  front 
rooms.  Anna  quickly  puts  her  work  down.  The 
brother  pulls  his  head  back  again.  anna  takes  off 
her  apron.  The  brother  exits.  Anna  smooths  her 
hair  and  her  dress.  she  grips  the  rosary  in  her  hand 
and  exits. 

Fade  out. 

Black  screen  signifying  passage  of  time,  then  on  fade- 
in  we  hear  whistling,    the  tune:  "O  Caterina." 

Fade  in: 

The  laundry  room  where  a  second  repairman  is  poking 
about  the  dryer.  he  whistles  as  he  works.  the 
plumber  wears  a  sweaty  t-shirt,  blue  jeans,  and  a 
pocket  handkerchief  knotted  around  his  neck.  his 
name    is    Jerry,     he    stops    working    and    shouts    to 

KITCHEN. 

Jerry:  You  say  it  makes  a  funny  noise? 

Anna  (off  camera):  A  kind  of  grinding  noise. 
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Jerry    resumes    whistling,    looks    inside    dryer    with    a 

flashlight. 
Anna  enters  from  the  kitchen,    she  wears  a  wraparound 

printed  housedress. 
Anna:  You're  not  the  one  was  here  before. 
Jerry:   Big  fella?    Black  hair? 
Anna:   Yes. 
Jerry:  Kelly.    He's  waitin'  on  me  out  in  the  truck.    You  want  to 

see  him?     (he   bellows   out  the  door.)    O,  Kel!     Hey, 

Kel! 
Anna  :  I  was  only  asking  only  ...  I  didn't  .  .  . 
Jerry:    It's  only  in  the  alley. 
Kelly  enters,    despite   the   intense  heat,  his   overalls 

are  still  neat  and  white.    he  barges  in,  takes  over 

the  job.   he  seems  not  to  see  anna. 
Anna:  I  didn't  say  I  wanted  to  see  you. 
Kelly  (to  Jerry):  What's  the  trouble? 
Jerry:  I  dunno.    She  says  it's  a  kind  of  grinding  noise.    Parts  defect 

maybe? 
Kelly  takes  the  flashlight  and  pokes  his  head  inside  the 

DRUM. 

Kelly:  Parts  defect,  baloney,  (he  comes  out)  You're  not  using 
this  machine  right,  lady,    (to  Jerry):  Get  me  the  tools. 

Jerry  exits 

Anna:    I  followed  the  book. 

Kelly:  Well,  you  ain't  using  it  right,  (he  aims  flash  inside) 
Look. 

Anna:   What?   (she  stoops,   peers  in) 

Kelly:   A  screw  —  stuck  in  the  cylinder. 

Anna:    It  must  have  fell  out  of  someplace. 

Kelly:  It  fell  out  of  somebody's  pocket!  You  supposed  to  go 
through  the  pockets  for  foreign  objects. 

Anna:    Oh. 

Kelly  (reaching  inside):  You  got  to  treat  this  machine  right, 
you  know?    This  ain't  some  kid's  toy. 

Anna:    I'm  sorry. 

Kelly  is  working  blind,  his  arm  stretched  into  the  ma- 
chine AS  HE  TRIES  TO  PRY  OUT  THE  SCREW  WITH  HIS 
FINGERS.  SUDDENLY  HE  BURSTS  INTO  A  ROAR,  LIKE  A 
GREAT    WOUNDED    LION. 
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Kelly:   Aargh! 

He  yanks  his  hand  out  of  the  dryer,  the  index  finger  is 
bleeding.  he  puts  the  finger  in  his  mouth  and 
cleans  it  of  blood. 

Anna  (backing  away):    Excuse  me,  huh? 

Kelly  holds  his  injured  finger  in  the  air.  with  his  other 
hand  he  reaches  into  his  chest  pocket  and  takes  out 
a  bandaid.  with  his  teeth  he  tears  the  tissue  from 
the  bandaid,  spitting  the  paper  from  his  lips.  anna 
watches  nervously,  the  frightened  mouse  watch- 
ing the  injured  lion. 

Anna  (edging  to  door):  I'm  baking  for  the  Bingo. 

Kelly  wraps  the  bandaid  around  his  finger,  this  entire 
operation  has  been  done  with  proud  efficiency. 

Kelly:  Okay.    I  got  no  need  for  you. 

He  reaches  into  the  machine  again  without  looking  at 
Anna. 

Anna  moves  into  kitchen,  she  stops,  catching  her 
breath  with  difficulty.  she  is  frightened  by  this 
man.  she  crosses  to  table,  still  catching  short 
breaths.  she  takes  an  embroidered  handkerchief 
from  her  pocket  and  dabs  the  perspiration  from 
her  face.  then,  unthinkingly,  she  sinks  into  the 
big  arm  chair.  when  her  arms  touch  the  chair,  she 
jumps  to  her  feet.    she  stares.    it  is  her  father's 

CHAIR. 

Kelly  (in  doorway)  :   Hey. 

Anna  starts  —  as  if  rudely  awakened. 

Kelly  (blankly):    I  scare  you  or  something? 

Anna:   No.    No.    I  was  just  sitting.    In  the  chair  there. 

Kelly:  If  I  scared  you,  I'm  sorry,    (he  studies  her)    You  had  a 

death  in  the  family,  right? 
Anna:    My  father. 

Kelly:    It  slipped  my  memory.    You  know? 
Anna  (politely):    It  wasn't  your  father. 
Kelly:  No.    (he  crosses  to  her)   All  I  wanted  to  show  you  was 

I  got  the  screw  out. 
He  lifts  her  hand,  drops  the  screw  into  her  palm,    she 

looks  at  him,  closes  her  palm  on  the  screw,    they 

stare  at  one  another,    then  there  is  a  noise  from 
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THE    LAUNDRY    ROOM.      SOUND    OF    JERRY    ENTERING    WITH 
THE    TOOLBOX. 

Kelly  (without  turning):  Jerry?    I  don't  need  them  tools. 

Jerry  (off  camera):   Yeah? 

Kelly:  Take  them  to  the  truck.    I'll  be  right  with  you. 

Kelly  crosses  to  laundry  room  door,    then  turns. 

Kelly  (to  Anna):  You're  baking  for  the  Bingo  you  said? 

Anna:    Cookies. 

Kelly:    The  Saint  Anthony's  Bingo? 

Anna:    Yes. 

Kelly:  Maybe  tonight  I'll  see  you  Saint  Anthony's,  (he  enters 
laundry  room.)    Treat  this  machine  right,  huh? 

He  exits,  slamming  the  screen  door.  Anna  opens  her 
palm,  looks  at  the  screw.  she  crosses  to  sink  and 
looks  out  the  window  into  the  alley  as  we  hear  the 
truck  start  and  move  away.  as  the  sound  fxvdes, 
Anna  becomes  aware  of  the  screw  —  as  if  it  burns 
her  palm.  she  drops  it  into  the  waste  basket  quickly 
and  rubs  her  palm  with  her  fingertips.  teresa 
sticks  head  in  the  door. 

Teresa:    Hi. 

Anna  jumps. 

Teresa  enters,  she  is  wearing  shorts,  elaborate  straw 
sandals,  and  a  maternity  blouse. 

Teresa:   Boy,  you're  jumpy  like  a  churchmouse. 

Anna:  Hello  Teresa,  (she  laughs.)  I'm  sorry.  You  know,  that's 
the  second  time  today  I  jumped  like  that.  You  want  some 
coffee? 

Teresa  (comic  a  la  Danny  Thomas):   Uhhh-ummm  .  .  . 

Anna:  How's  the  baby  in  the  heat? 

Teresa  (sitting  at  table):  You  know  something.  Someday  I'm 
going  to  murder  that  kid. 

Anna:    Teresa.    God  forgive  you. 

Teresa:  I  am.  All  day  I'm  trying  to  get  her  to  go  "nappy-time." 
Now  it's  almost  suppertime  —  she  falls  asleep. 

Anna  (cooing):   Ahh   .   .   . 

Anna  brings  coffee  to  the  table,  the  cups  and  saucers 
rattling  in  her  hands. 

Teresa:  You  know  something?  Every  day  you're  getting  more 
nervous.    You  got  the  heebie-jeebies! 
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Anna:  Since  Papa  died,  every  day,  you  know,  I  don't  have  enough 

to  do  anymore. 
Teresa:   You're  working  all  the  time! 
Anna:  Well,  it's  lonesome,  for  one  thing.    I  dunno.    I  need  a  what- 

you-call-it  —  adjustment. 
Teresa:    Adjustment  yet!     (they  laugh,    after  a  silence) 

You  know,  Anna,  I  heard  a  priest  say  once  in  high  school: 

There's  only  two  states  of  life  for  a  woman  —  the  marriage 

state  or  the  religious  state. 
Anna  sips  coffee;  pushes  milk  to  Teresa. 
Teresa:  Thanks.    So  it  means  you  should  be  either  married  or  a 

nun. 
Anna:  There's  lots  of  women  aren't  married  and  aren't  nuns. 
Teresa:   The  priest  said  it. 
Anna  stirs  coffee  in  silence;  then: 
Anna:   I  would  of  made  a  good  nun. 
Teresa:   Anna! 
Anna:   I  mean  it.    When  I  was  a  little  girl  I'd  tell  the  Sisters  I 

wanted  to  be  a  nun. 
Teresa:  Agh!    Every  girl  in  the  parochial  school  wants  to  be  a  nun 

once.    I  did!    Oops!    Imagine  —  me! 
Anna:  I  even  told  the  Sisters.    But  they  were  scared  to  tell  Papa. 
Teresa:   Scared? 
Anna:  Oh  you  didn't  know  Papa  before  he  got  sick.    Everyone  was 

scared  of  him.    Anyway  he  would  of  never  let  me  go  in  the 

convent.    Leave  this  house?    He  wanted  to  watch  after  me. 
Teresa:   To  watch  after  you? 
Anna:  You  know.    To  take  care  of  me.    Papa  always  wanted  him 

and  my  brothers  to  watch  after  me. 
Teresa:   Yeah  .   .  . 
Anna:  And  they  did.    I  mean  my  brothers  do.    Look  at  my  kitchen. 

My  stove.    My  own  telephone.    My  dryer. 
Teresa:  And  your  sport  clothes  .  .  .  and  your  jewels. 
Anna:  Ah.    I  never  cared  for  such  things. 

Teresa:  Anna,  whyn't  you  wear  just  a  touch  more  of  makeup? 
Anna:  You  going  to  start  that  again!    A  touch  more! 
Teresa   (elaborately):    I  beg  your  pardon! 
Anna:  You  know  cosmetics  ruin  your  complexion?    Did  you  know 

that?   You  keep  wiping  that  stuff  on  you  and  your  skin's  going 

to  get  all  splotched. 
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Teresa   (laughing):    Splotched!    Oh  Anna! 

Anna   (giggling):   That's  not  a  word? 

They  are  both  giggling  when  the  screen  door  slams,  the 
two  older  brothers  enter.  they  are  wearing  serv- 
ice station  coveralls  with  the  words  '.  "santonello's 
Service  Station."  As  they  enter,  Anna  jumps  up. 
but  they  cross  the  kitchen  without  a  word  and 
enter  the  bedroom.    they  close  the  door. 

Anna:  My  supper!  I  never  been  so  late  with  my  supper.  I  been 
making  cookies  for  the  Bingo,  you  know.  And  then  the  man 
to  fix  the  dryer  came. 

She  begins  working  feverishly  at  the  stove. 

Teresa:   Anna,  you're  a  slave  to  them  guys. 

Anna:   You're  a  slave.    You're  a  slave  to  your  husband. 

Teresa:    He's  my  husband. 

Anna:   There's  a  difference? 

Teresa:  That's  just  it.    There  is  a  difference.    There's  — 

The  young  brother  enters,  having  garaged  the  truck. 

Youngest:    Where's  supper? 

Anna  (working)  :   Ten  minutes. 

Youngest:   Ten  minutes! 

Anna:    I  said  ten  minutes! 

The  Youngest  glares  at  Teresa,  he  opens  the  bedroom 
door.  we  hear  a  radio  baseball  game  and  see  the 
other  brothers  stretched  out  on  their  beds  in  their 
stocking  feet. 

Youngest  (to  Anna):   Wise  guy? 

He  enters  bedroom  and  slams  the  door. 

Teresa:   Good  girl. 

Anna:   What  do  you  mean  —  good  girl? 

Teresa:    For  talking  up. 

Teresa  winks  and  exits. 

Anna:    Hmmm? 

But  she's  too  busy  with  dinner  to  wonder. 

Fade  out. 

Fade  in  as  soon  as  possible. 

The  three  brothers  are  seated  at  the  table  wolfing 
down  their  supper.  the  father's  chair  remains 
empty.  the  brothers  are  in  their  undershirts. 
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Anna  comes  to  the  table  with  a  second  serving  in  a  dish, 
she  sits  (not,  of  course,  in  the  father's  chair)  and 
begins  her  meal. 

Middle  :   You  seeing  somebody  or  something? 

Anna:   What? 

Middle  :    Some  boyfriend  or  something  —  on  the  sly? 

Eldest:   What's  that  for  talk? 

Middle:    Supper  was  ten  minutes  late. 

Eldest:    So  she's  seeing  somebody? 

Youngest:   She's  seeing  Teresa  upstairs.    That's  who  she's  seeing. 

Middle:   Yeah.    She  live  down  here  now  or  something? 

Anna:    She  comes  for  coffee. 

Youngest:  Sitting  big  as  life.  Smoking  a  cigarette  and  giving  out 
free  advice. 

Anna:    I  don't  take  no  advice  from  Teresa. 

Middle  :   You're  smarter  and  I  thought. 

Eldest:   Will  you  stop  with  the  talking!    We're  eating! 

The  men  concentrate  on  their  food  in  glum  silence. 
Anna  watches,  we  must  understand  that  her  eyes 
are  opening;  but  that  she  cannot  yet  grasp  the  real- 
izations   THAT   ARE    COMING   UPON    HER. 

Anna  (quietly)  :  You  know,  I  look  at  you  and  I  get  surprised. 

Eldest:    Hurh? 

Anna:  I  said  I  sit  here  and  I  look  around  and  I'm  surprised,  that's  all. 

The  men  continue  eating.  Anna  looks  down  the  table 
to  her  father's  empty  chair. 

Fade  out. 

Act  Two 

Opening  shot: 

Anna  is  sitting  on  a  bench  which  is  protected  by  some 
shrubbery.  behind  her,  and  to  the  right,  is  a  shrine 
constructed  in  replica  of  the  grotto  of  lourdes. 
a  statue  of  the  virgin  stands  high  in  a  niche.  a 
candle  stand  is  chained  to  the  shrine  and  two  can- 
dles burn  in  the  still  hot  summer  night.  behind 
the  shrine  and  through  the  shrubs  we  see  strings 
of  bare  light  bulbs  which  have  been  festooned  in 
profusion  over  the  church  grounds. 
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a  recording  is  blaring  over  a  loud  speaker  in  the  dis- 
tance, it  is  a  neopolitan  tune  and  its  message  of 
lilting  sentimentality  comes  thru  the  scratching 
of  electronic  equipment.  under  the  record  we  hear 
the  sound  of  a  bingo  game  in  progress: 

Anna  is  in  a  cheap  sheer  black  dress,  she  wears  white 
"summer  shoes"  and  white  gloves,  as  she  sits,  she 
clutches  a  white  purse  in  her  hands. 

She  is  waiting  with  the  expectancy  of  a  small  child, 
there  is  a  sound  of  someone  approaching  and  she 
jumps  to  her  feet. 

It  is  the  Priest  —  but  she  was  not  expecting  him. 

Anna:   Buona  sera,  Father. 

Priest:   Anna.    How  are  you? 

Anna:    Fine,  Father. 

Priest:  I  took  my  personal  taste  of  those  cookies  of  yours,  Anna. 
(he  throws  a  kiss  from  his  fingertips)    Muuh! 

Anna:   Thank  you,  Father. 

Priest:   You  waiting  for  somebody,  Anna? 

Anna:   Just  sitting  here,  Father.    Listening  to  the  music. 

Priest:   You  like  the  music,  eh? 

Anna:    It's  beautiful. 

Priest  (almost  in  revery,  his  lips  savoring  the  rich  syl- 
lables): Bella.  Bella  musica  .  .  .  (then)  I'll  tell  you,  Anna, 
about  that  music.  The  younger  ones  are  mad  with  me.  (he 
stops,  hums.)  You  hear?  Napoli!  (he  chuckles  softly.) 
I  have  had  those  records  long  before  I  came  to  the  parish. 
Scratchy?  Maybe.  But  what  should  I  play  instead  over  the 
loud  speaker?    The  rock  and  the  roll?    Eh? 

Anna:   Beautiful  .   .   . 

Priest:  Uhmmm  .  .  .  (they  listen;  then,  softly)  You  know 
why  I  come  by  the  shrine,  Anna?  When  the  Bingo  tables  are 
filled  and  the  Bake  Sale  is  going  along,  I  come  back  here  and  I 
stop  to  tell  the  Blessed  Mother.  "Oh,  I  know  it!"  I  tell  her.  "I 
know  they  are  here  for  the  Bingo  prize  and  for  Anna  Santo- 
nello's  cookies  —  " 

Anna  (modestly):    Father. 

Priest  (wagging  a  finger)  :  Oh  yes!  "But,"  I  tell  her,  "still  they 
are  next  to  your  Son's  house.  And  the  money  coming  in  will 
keep  the  roof  over  your  Son's  head,  (pointing  to  statue) 
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And  your  head,  (pointing  to  his  chest  with  a  grin) 
And  my  head."  There!  I  have  said  it.  Now  I  can  go.  (he 
grins  at  her)  Buona  notte,  Anna. 

Anna:   Good  night,  Father. 

Anna  sits  again  and  folds  her  hands  over  her  pocket- 
book.     BUT    SHE    CANNOT    FEIGN    PATIENCE.     SHE    FROWNS. 

then  she  glances  up  at  the  virgin  and  smiles.  em- 
barrassed at  her  joyful  impatience,  she  covers  her 
face  with  her  hands. 
Kelly  enters,  he  is  carrying  two  hot  dogs  and  two  bot- 
tles OF  COKE.  HE  WEARS  SMARTLY  PRESSED  SUMMER 
SLACKS  AND  A  DIAPHANOUS  SPORT  SHIRT  OF  A  SYNTHETIC 
MATERIAL.  NOT  ONLY  IS  THIS  FASHIONABLE,  BUT  HE  IS 
PROUD  THAT  HE  IS  GENTLEMAN  ENOUGH  TO  WEAR  A  CLEAN 
UNDERSHIRT    BENEATH    IT. 

Kelly:   Hey  .   .   . 

Anna  (lifting  her  head):  Oh!    Thank  you. 

Kelly:   What  was  you  doing?    Crying? 

Anna:  I  never  cry.  (she  smiles)  I  was  thinking  only. 

Kelly  (sits  beside  her):   What  about?    (munches  his  hot 

dog) 
Anna:  Oh,  we  been  talking  so  much  tonight.    I  got  a  lot  to  think 

about. 
Kelly:    Like  what? 

Anna:   You  know,  it's  funny,  me  meeting  you  here  tonight. 
Kelly:  I  told  you  back  in  the  kitchen  I  might  see  you  here. 
Anna:  I  never  saw  you  before  around  Saint  Anthony's. 
Kelly:    I  go  Saint  Michael's. 
Anna  smiles  secretly  at  this  and  throws  a  glance  to  the 

VIRGIN. 

Kelly  has  finished  off  his  hot  dog  and  Anna,  who  has 

been  content  to  sip  her  coke,  offers  hers. 
Anna:   You  eat  mine,   (he  accepts  without  ceremony  and 

SHE  WATCHES  HIM  FOR  A  MOMENT  AS  HE  EATS.)   Sometimes 

I  run  over  Saint  Michael's  for  Mass.    I  never  seen  you  there 

either. 
Kelly  (chewing):  I  don't  go  much. 
Anna:  You're  like  my  brothers.    You  should  go.    I  want  to  tell  you 

something.   My  Papa  never  went  to  church.   And  when  he  was 

dying  he  got  scared  and  he  was  crying  for  the  priest.    I  mean, 
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crying  like  a  baby.  Then  he  couldn't  even  talk  to  say  his  con- 
fession.  You  want  to  be  like  my  Papa? 

Kelly:   Why  you  always  talking  about  your  Papa? 

Anna:    I  don't  know. 

Kelly:   Why? 

Anna:  After  all,  he  was  my  Papa.    For  years  I  took  care  of  him. 

Kelly  :  You  talk  like  he  was  your  baby  or  something,  for  crying  out 
loud. 

She  turns  away,  looking  at  the  bingo  lights  through  the 

BUSHES. 

Kelly  takes  out  a  clean  folded  handkerchief  and  wipes 
his  mouth  carefully.  he  returns  it  to  his  pocket, 
still  unfolded. 

Anna:   What  do  you  want  to  talk  about? 

Kelly:  I  want  to  talk  about  you.  And  I  want  to  talk  about  Kelly. 
(pointing  a  thumb  to  his  chest)  But  I  don't  know  how 
to  do  that. 

Anna  (coyly)  :  I  thought  you  was  Irish. 

Kelly:   What? 

Anna:  I  said  I  thought  you  was  Irish.  Irish  are  supposed  to  have 
silver  tongues. 

Kelly:  Silver  tongues?    What  you  talking  about? 

Anna:   Whatever  you  call  it  —  blarney. 

Kelly:  You're  always  talking  about  Irish  and  Italian.  What  dif- 
ference does  that  make,  Irish  and  Italian? 

Anna:  It  makes  a  difference  to  me.  I'm  an  Italian  girl  and  inside 
me  I  still  got  whatever  it  is  to  be  Italian.  I  mean,  Italy  is  a 
certain  place  and  Italians  are  a  certain  way  because  they  live  in 
Italy.    And  Irish  is  another  place. 

Kelly:  If  I  was  Italian  I'd  be  different? 

Anna:  You  would.    Believe  me,  you  would! 

Kelly   (with  sarcasm):    Sure  — 

Anna:  More  passionate,  (quickly)  I  don't  mean  it  that  way.  I 
mean  more  —  hot  blooded.    Skip  it! 

Kelly  (angrily):  What  kind  of  crazy  talk!    (he  stands) 

Anna  (laughing):  You  know,  you  get  mad  like  an  Italian. 
Honest,  sometimes  you're  just  like  my  Papa. 

Kelly:  Will  you  forget  your  Papa. 

He  grabs  her  angrily  and  kisses  her.  she  pulls  away, 
clamps  her  hands  over  her  mouth  and  chokes  up. 
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Anna:    I  love  my  Papa! 

She  bursts  into  tears  and  sits  on  the  bench  weeping. 
Kelly  stands,  looking  through  the  bushes,  at  the 
bingo  game.  after  a  time,  anna  recovers.  kelly 
hands  her  his  folded  handkerchief. 

Anna:  Ah  ...  I  haven't  cried  since  he  died,  you  know?  Since  I  was 
a  little  girl.    I  don't  know  what  — 

Kelly:  Let's  try  the  Bingo,  huh? 

Anna:  I  couldn't  do  that.  Not  in  the  parish.  Not  so  soon  after 
Papa's  dead. 

Kelly:  You  wait  here,  I'll  win  you  something. 

Anna:    I'm  sorry  — 

Anna  watches  Kelly  go,  lifts  her  fingers  to  her  lips, 
then  she  opens  her  purse  —  when  he  is  out  of  sight 
—  and  carefully  puts  his  folded  handkerchief  in- 
SIDE,    she's   ABOUT  TO   SNAP   IT   SHUT  WHEN    SHE   GLANCES 

at  the  virgin.  she  scrambles  in  her  purse  for  a 
dime,  looks  for  a  coin  slot  in  the  candle  stand;  but 
there  is  none  so  she  places  the  dime  on  the  stand, 
she  lights  a  candle.  there  is  a  rumble  of  thunder 
as  she  kneels  at  the  shrine.  the  first  gust  of  wind 
from  a  summer  storm  blows  all  the  candles  out. 
Anna  rises  and,  struggling  against  the  wind,  she 
carefully  relights  the  three  candles.    thunder. 

Fade  out. 

Fade   in: 

The  Santonello  kitchen,  the  Eldest  is  in  the  kitchen 
opening  a  bottle  of  wine,  he  is  in  stocking  feet  and 
wears  trousers  without  a  shirt.  in  the  bedroom  the 
other  two  brothers  are  stretched  out  in  their 
underwear  listening  to  a  night  ball  game.  the 
windows  are  wet  but  it  is  no  longer  raining. 

Anna  enters,  hugging  a  glass  pitcher,  inside  the  pitcher 
are  two  glasses.  she  holds  two  more  glasses.  un- 
der her  arm  is  a  small  round  tray.  there  are  no 
greetings. 

Anna:  I  got  caught  in  the  storm.  Everybody  had  to  wait  inside  the 
church  for  the  rain. 

Youngest  (from  bedroom):  Some  rain!  It's  more  hot  than 
before. 
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Anna  struggles  with  her  purse  and  her  prize,  setting 
the  pitcher  on  the  table  and  taking  the  glasses 
from  inside.  there  are  some  few  drops  of  water 
on  the  pitcher  and  she  takes  the  folded  handker- 
chief from  her  purse  and  dabs  at  them  carefully. 

Eldest:   What  you  got  there? 

Anna:  A  service.  Pitcher  and  four  glasses.  Them  stripes  are  real 
gold. 

Youngest  rises  and  comes  into  kitchen. 

Youngest:  Yeah?    Where'd  you  get  that? 

Anna:   At  the  Bingo. 

Middle  (still  on  bed):  You  was  playing  Bingo?  With  the  old 
man  not  dead  a  month! 

Youngest:  What's  wrong  with  playing  Bingo? 

Middle:  The  dead  should  be  mourned. 

Anna  (quickly)  :  I  wasn't  playing  Bingo. 

Eldest:  You  said  you  won  this  in  the  Bingo. 

Anna:  I  didn't  win  it.    Somebody  won  it  for  me. 

Eldest:   Who? 

Anna:   What? 

Youngest:   He  said:   who  won  it  for  you? 

Anna:   Just  a  fella. 

Middle   (sitting  up  in  bed):   A  fella  .   .  . 

Eldest:   What  fella? 

Anna:  Only  the  fella  that  installed  my  dryer,  that's  all.  I  saw  him 
at  the  Bingo  and  he  said  he'd  win  something  for  me. 

Eldest:   Who's  this  fella? 

Anna:   The  dryer  man,  I  told  you. 

Youngest:   What's  his  name,  this  guy? 

Anna:    I  dunno.    Kelly  or  something.    John  Kelly. 

Youngest:   Kelly  .   .   .Kelly  .  .   . 

Middle    (coming  in   kitchen):    Sure,   Kelly.    You  know  him. 

Youngest:    I  don't  know  him. 

Middle:  I  mean  you  seen  him.  The  big  mick  hangs  around  the 
Crescent  Moon.  You  know?  He  works  on  the  truck  for 
McAvoy  Plumbing. 

Youngest:   Yeah  .   .   .The  big  mick. 

Eldest:  You  seeing  this  —  this  big  mick  again? 

Anna:  I  don't  know.  How  do  I  know  if  I'll  see  him.  Maybe  if  my 
drver  breaks  down  or  something  .  .  . 
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The  Eldest  seems  satisfied,    he  pours  wine  into  three 

of  the  new  bingo  glasses,   but: 
Middle:   You  meeting  him  again? 
Anna:  I  didn't  meet  him.    Gee,  what  is  this?    A  quiz  program  or 

something? 
This   spurt  of  bravado  renews  the  Eldest's   suspicions. 

he  takes  a  drink  from  the   bingo  glass,  wipes  his 

mouth  with  the  folded  handkerchief  belonging  to 

Kelly,  and  puts  it  in  his  back  pocket. 
Eldest:  You  going  to  see  this  fella  again? 
Anna:   Why? 
Youngest:    Because  you  don't  know  nothing  about  him.    That's 

why! 
Anna  (one  last  panicky  try)  :   I  brung  some  cookies  over  to 

the  Bingo.    I  ran  against  this  fella,  he  won  the  prize  in  — 
Eldest  (with  finality):  You  going  to  see  him  again? 
Anna  (definitely  defeated):  No  .  .  . 
The  brothers  grab  the  glasses  of  wine  and  return  to 

the  bedroom. 
The   remaining  glass   and  the   pitcher  on   their  round 

tray    stand    like    a    bizarre    place    setting    before 

papa's  empty  chair.   Anna  stares  at  it. 
Anna  (under  her  breath):  Papa  .  .  .  Papa  .  .  . 
Middle  (off  camera):  How  iDout  a  dish  biscotti? 
In  quick  obedience,  Anna  leaves  the  table,    the  camera 

moves  in  on  the  tray  and  the  glassware. 
Fade  out. 

Fade  in. 

The  empty  kitchen,  filled  with  the  sunlight  of  late 
afternoon,  the  "place  setting"  remains  on  the 
table.    there  is  a  knocking  at  the  screen  door. 

Priest  (off  camera):   Anna. 

Again,  the  knocking. 

Cut  to: 

Priest  seen  through   screen  door. 

Priest:   Anna.    Anna  Santonello. 

Tentatively,  he  opens  the  screen  door,  he  is  carrying 
the  same  ornamented  dish  we  saw  in  act  i. 

Anna  (off  camera)  :    Father? 
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Priest:   Yes,  Anna. 

Anna  comes  to  door,  wrapping  a  flowered  robe  around 
her.  under  it  she  wears  a  slip.  her  hair  is  mussed, 
her  feet  scuff  in  slippers. 

Anna:  Father  ...  I  was  laying  down. 

Priest  (retreating):  Ahh  ...  I  woke  you  up. 

Anna:  No,  Father.  Come  in,  Father.  It's  time  anyway  to  be  start- 
ing supper. 

They  enter  kitchen. 

Anna  (laughing  feebly  at  herself):  Lazy  bones  .  .  . 

Priest:  Anna,  you  look  tired  out. 

Anna:  These  hot  nights,  I  haven't  been  sleeping  so  good. 

Priest:  And  that's  why  I  haven't  seen  you  at  daily  Mass? 

Anna:  I'm  there  on  Sunday,  Father. 

Priest:  Yes.  (pause)  I  came  only  to  bring  back  your  dish  from 
the  Bake  Sale. 

Anna:  Will  you  sit  down,  Father? 

The  Priest  is  about  to  settle  in  the  armchair. 

Priest:  When  this  heat  will  end  — 

Anna:  Would  you  mind,  Father!    Here? 

She  guides  him  to  another  chair  at  the  table,   the  Priest 

sits,  eyes  the  chair  and  the  pitcher  and  glass  

with  curiosity.  then  he  attempts  to  break  the 
somber  mood  with  jocularity. 

Priest:  Heh!  So  it's  you  is  running  off  with  all  my  Bingo 
prizes! 

Anna  :   Yes. 

Priest:  That's  real  gold  around  those  rings. 

Anna:  Father  —  Remember  you  asked  me  if  I  wanted  to  talk. 

The  Priest  conceals  his  eagerness  to  help  her  with  the 
wise  impersonal  withdrawal  of  his  calling,  he 
folds  his  hands  over  his  stomach  and  lowers  his 
head,  nodding  slowly. 

Anna:  First  thing  —  First  I  want  to  ask  you,  Father,  is  it  true 
there's  only  two  states  of  life  for  a  woman?  Married  or  reli- 
gious? 

Priest:   Who  told  you  that? 

Anna:   A  friend. 

Priest:  And  you  are  worried  about  it? 

Anna:  You  didn't  answer  my  question,  Father. 
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Priest:  You  answer  my  question.    You  are  worried  about  it.    And 

you  think  maybe  you  should  join  the  convent. 
Anna:   Yes  .   .   . 
Priest:  Anna.   Anna.   You're  getting  too  old  to  think  so  young  and 

foolish.    But  maybe  you  are  fooling  me,  eh?    Maybe  what  you 

want  is  marriage? 
Anna:    No  ...   I  didn't  say  that. 
Priest:  Maybe  you  want  a  husband  and  a  home? 
Anna:    I  got  a  home. 

Priest:  But  a  husband  —  and  babies  of  your  own? 
(Anna  hangs  her  head.)   Is  it  so  shameful? 
(he  turns  to  her.)   Anna  —  your  brothers  also  want  the  normal 

life  for  you.   They  came  to  see  me  at  the  rectory. 
Anna  looks   up  in  amazement. 
Priest:  They  want  you  should  meet  some  nice  man.   Some  nice  man 

from  the  parish. 
Anna:   They  asked  you? 
Priest:  Oh  .  .  .  they  hinted  around  the  bush.    Your  brothers  love 

you,  Anna.    They  worry. 
Anna:  They  must  be  worried  pretty  hard  for  them  to  come  to  the 

church! 
Priest:  Anna,  that  is  not  charitable. 
Anna:  I'm  sorry,  Father.    So  —  did  you  find  anyone?    Anyone  for 

me,  I  mean. 
Priest:  Anna,  Anna.    So  bitter?    Is  this  the  woman  who  used  to 

come  every  day  to  the  church? 
Anna:  That's  what  I  wanted  to  talk  about  with  you  before,  Father. 

My  religion. 
Priest:   Your  religion? 
Anna:  I  love  the  church.    I  love  the  devotions.    But  do  I  know  my 

religion,  Father? 
Priest  (patiently):    Such  as? 
Anna:  Such  as  —  Papa.    I  know  he's  in  heaven.    I  know  that.    But 

—  I  don't  know  where  he  is.    So  you  understand  that,  Father? 
Priest:   Yes. 

Anna:   Then  where  is  he? 

Priest:  With  you.    If  you  want  to  think  of  it  that  way. 
Anna  is   silent,   then: 
Anna:    I  still  love  my  Papa. 
Priest:   Of  course  ...  Of  course. 
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Anna:    Is  that  wrong? 

Priest:  Anna  ...  Is  that  wrong!  You  are  a  grownup  woman.  Is 
there  suddenly  so  much  trouble  figuring  what  is  right  and 
wrong? 

Anna  :  No  .  . . 

Priest:  Then  you  know  what  is  your  right  and  what  is  your  wrong. 
And  you  do  what  is  right. 

Anna:    But  —  when  other  people  .   .   . 

Priest:  Other  people!  Since  when  has  other  people  made  a  right 
or  wrong?  (sternly)  Anna!  You  are  a  woman  with  a  free 
will.   God  made  you  free  —  to  do  whatever  is  right  for  you. 

They  sit  silently,  the  discovery  of  her  spiritual  free- 
dom BEGINS   TO  SHINE  IN  Anna's   EYES. 

Priest:    Better  now? 

Anna  smiles  and  the  Priest  rises,  ready  to  leave. 

Anna:   Thank  you,  Father. 

He   smiles,   takes  his  hat  and  walks   out  into   laundry 

ROOM. 

Anna  (suddenly):  Father!    Father!    Will  you  do  me  one  favor? 

Per  favore.    I  am  thinking  of  having  somebody  tonight  to  the 

house.    Would  you  be  here,  Father?    I'd  like  for  you  to  be 

here,  too. 
Priest  (smiling):  That's  not  a  favor,  Anna.   That's  an  invitation. 
Anna:   Would  you  come? 

Priest:  Tonight  is  Saturday.    I  am  hearing  confession. 
Anna:   After  confessions? 
Priest:  At  nine  o'clock.    I'll  be  here. 
Anna:  Oh  Father,    (then  quickly)  You'll  stay  one  more  minute? 

While  I  make  a  telephone  call. 
The  Priest  smiles  at  her  glowing  excitement,    he  puts 

his  hat  on  the  table  and  sits. 
Anna  rushes  into  the  laundry  room,    she  rips  a  tag  off 

the  dryer  and  goes  to  the  telephone  on  the  kitchen 

wall.    she  consults  the  tag  and  dials. 
Priest:   Ah  this  heat  .   .   . 
Anna  (waiting  for  connection):  Terrible,  Father,    (but  she 

is  smiling)  (into  phone):  Hello.    Hello?    Is  this  McAvoy 

Plumbing?    Could  I  speak,  please,  to  Mister  Kelly.    I  see.    I 

see.    I'll  call  back.    In  a  little  while  I'll  call  back. 
Fade  out. 
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Fade  in: 

The  bar  at  the  crescent  moon,  the  crescent  moon  is  a 
neighborhood  hostel,  small,  dim  and  sleepy.  its 
furnishings  are  old.  the  snapshots  tucked  in  the 
mirror  behind  the  bar  are  changeless:  somebody's 
baby,  a  couple  of  guys  in  service,  a  local  prize 
fighter.  there's  a  pair  of  printed  plaques  with 
weak  jokes  about  credit  and  drunkenness.  on  this 
hot  summer  afternoon,  a  ball  game  is  in  progress 
on  the  television  set  which  is  elevated  high  in  the 
air  at  one  end  of  the  bar. 

Moose,  a  fat  and  lethargic  barman,  is  poring  over  a 
tabloid  newspaper  at  one  end  of  the  bar.  he  wears 
a  t-shirt  and  the  strings  of  a  bar  apron  are  wrapped 
around  his  middle. 

Beneath  the  television  set,  the  brothers  Santonello 
lean  over  the  bar  and  their  beers.  the  television 
screen  wavers  and  flickers  and  the  sound  buzzes. 

Youngest:  Hey,  Moose!    Why-n't  you  fix  this  set! 

Moose  leaves  his  paper  reluctantly,  walks  down,  and 
stretching  his  arms  upward  he  tries  to  adjust  the 
set.    the  men  keep  their  eyes  riveted  on  the  game. 

Youngest:  You  oughta  buy  a  new  TV.  Nobody  can  see  nothing  on 
that. 

Moose  (walking  away)  :  Why-n't  you  buy  one  yourself.  Stay 
home  once  in  a  while. 

Youngest  (grinning):  What's  the  matter?  You  don't  want  no 
business? 

The  humor  fails  to  move  Moose,  he  returns  to  his  news- 
paper.    THE  DOOR  OPENS  FROM  THE  OUTSIDE,   LETTING  IN 

a   blast   of    sunlight. 
Kelly  enters,    he  wears  his  work  clothes,    he  pays  no 

attention  to  the  backs  of  the  santonello  brothers, 

goes  down  the  bar  to  moose, 
Kelly:   Moose  .   .   . 
Moose:   Hi  .   .   . 
Kelly:   Gimme  a  beer. 
Kelly  settles  at  the  bar,  looks  up  at  the  television. 

Moose  brings  him  the  beer. 

What's  the  score? 
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Moose  commits  the  cardinal  sin  of  the  bartender. 

Moose   (carelessly):   Who  knows? 

He  returns  to  his  paper. 

Cut  to: 

Santonello  brothers. 

The  Middle  brother  who  has  glanced  down  the  bar 
while  dousing  a  cigarette,  sees  Kelly,  reacts,  then 
mutters  to  his  brothers. 

Middle:   That's  the  guy.    Kelly. 

The  other  brothers   look. 

Middle  (needling):  Drives  for  McAvoy  Plumbing? 

The  Eldest  frowns,  then  he  turns  back  to  the  tele- 
vision SET  AND  WATCHES  THE  GAME  GRIMLY.    THE  MlDDLE 

brother  wants  some  action.  with  a  couple  of 
nudges,  some  rolls  of  his  eyes,  and  the  workings  of 
his  jaw,  he  eggs  on  the  youngest  brother. 

The  Youngest  brother  takes  the  bait,  he  strolls  down 
the  bar  to  Kelly's  side,  behind  him,  the  Middle 
brother  eyes  the  Eldest  who  is  still  pinned  to  the 
ball  game. 

Youngest:   Your  name  Kelly? 

Kelly  (disinterested):   Yeh. 

The  Youngest  rests  his  elbows  on  the  bar.  in  doing  so 
he  blatantly  knocks  over  kelly's  beer. 

Moose:    Hey,  watch  it! 

As  Moose  wipes  up  the  beer,  the  Youngest  watches  Kelly 

WITH  A  BRAVE  GRIN.  BUT  KELLY  IGNORES  THE  CHALLENGE 
OF    THIS    YOUNG    KID. 

Kelly  (to  Moose):  Draw  me  another  beer. 

Youngest  (to  Kelly):  My  name  is  Santonello. 

Kelly:  I  know  what  your  name  is. 

Youngest:  You  think  it's  a  good  name  —  Santonello? 

Kelly:  I  don't  think  about  it.    One  way  or  the  other. 

Kelly  turns  his  back  on  the  Youngest  Santonello. 

Youngest:  Hey!    I'm  talking  to  you! 

He  slams  Kelly  on  the  arm.  Kelly  turns  and  finds  the 
Youngest  waiting  for  him  with  his  fists  up.  Kelly 
grabs  him  by  the  shirt  with  one  big  fist. 

Kelly.:    Listen,  Kid  .   .   . 

But,  looking  past  the  Youngest's  head,  Kelly  sees  the 
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TWO  OTHER  SaNTONELLO  BROTHERS  MOVING  DOWN  THE 
BAR  TOWARDS  HIM,  INTENT  ON  "DEFENDING  THE  HONOR" 
OF  THEIR  KID  BROTHER.  MOOSE  SEES  THEM,  TOO.  STILL 
BENT  OVER  HIS  PAPER,  HE  KEEPS  HIS  CONTRIBUTION 
VOCAL. 

Moose:   Hey  you  guys  .  .    . 

Kelly  flings  the  Youngest  away,  he's  ready  to  take  on 
all  three.  and  he  does.  but  the  melee  is  quick  to 
take  a  fixed  shape.  the  santonellos  work  as  a  team. 

Middle  (as  fists  fly):  Grab  him!  —  Grab  him! 

Suddenly  Kelly  is  pinned  back  against  the  bar.  the 
Youngest  has  him  pinned  on  one  side:  the  Eldest  on 
the  other.  the  mlddle,  who  has  planned  it  this 
way,  moves  in  slowly  on  kelly.  he  slaps  him  hard 
across  the  jaw. 

Middle:  You  keep  your  hands  off  my  sister. 

He  slaps  him  across  the  jaw  again,  behind  the  bar,  Moose 
leans  over    his  paper. 

Moose:    Hey  you  guys! 

It's  obvious  that  Kelly  is  getting  beaten  up  —  bad. 

Moose:   Hey  you  guys  .  .   . 

Fade  out. 

Fade  in: 

The  Santonello  kitchen,  the  Priest  still  sits  at  the 
table.  Anna  is  moving  nervously  around  the 
kitchen.    the  delay  has  heightened  her  excitement. 

Anna:  You'll  wait  another  minute,  Father?  This  man.  This  fella 
should  be  back  by  now. 

Priest   (nodding):    A  fella. 

Anna  (beaming):  You  knew  that.  You  knew  that  all  the  time. 
(Anna  crosses  to  phone)  I'm  try  again. 

She  dials,  there  is  a  loud  angry  banging  at  the  screen 
door.    Anna  cringes,  but  staunchly  continues. 

Anna  (glancing  toward  door)  :  Could  I  please  speak  to  Mister 
Kelly. 

There  is  a  stomping  in  the  laundry  room,  a  slam  of  the 
screen  door.  anna  turns  from  the  phone.  her  face 
blanches  at  what  she  sees.  she  replaces  the  phone 
on  the  hook.    kelly  stands  in  the  doorway.    he  is 
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LIKE    A    MADDENED    ANIMAL.      HIS    FACE    IS    BATTERED,    HIS 
WHITE  OVERALLS   STAINED  WITH  BLOOD. 

Kelly:  What  did  you  tell  your  brothers? 

Anna  stands   frozen. 

Kelly:  What  did  you  tell  your  brothers  about  me!    You  tell  them 

I  did  something? 
Priest:  Stop  yelling  at  this  woman! 
Anna:  No,  Father  —  he's  bleeding! 
Priest  (to  Kelly):  What  is  this  matter! 

Kelly:  I  had  to  fight  three  of  her  brothers,  that's  what's  the  matter! 
Anna  :    Fight? 

Kelly:  What  you  tell  your  brothers! 
Anna  is   sobbing,     she  turns   to   sink. 
Anna:  Sit.    Sit.    You  got  to  have  your  face  fixed  up.    Sit. 
She  wets  a  cloth  in  the  sink.    Kelly  is  swaying  on  his 

feet.    the   priest  leads  him  to  papa's  chair,   seats 

HIM. 

Anna  turns,  she  starts  at  seeing  Kelly  in  her  father's 
chair.  but  she  goes  to  him  and  begins  to  clean  his 
face.  he  is  an  angry  and  pained  thing,  heaving  with 
animal  breathing.  she  is  frightened  as  she  works 
—  as  if  ministering  to  a  bloody  beast. 

Anna  (sobbing):  What  did  they  do?    What  did  they  do? 

The   Priest  gets  a  bottle  of  wine. 

Kelly:  At  the  Crescent  Moon  they  ganged  up  on  me.  I  took  on  all 
three  your  brothers.    Three! 

Anna  :  I  don't  know  why.    I  don't  know  why. 

The  Priest  is  pouring  wine  in  one  of  the  bingo  glasses. 

Priest:  Why  you  come  here  to  upset  her?  If  you  fight  in  barrooms, 
don't  bother  this  woman  about  it. 

Kelly:  This  woman  is  telling  stories  about  me.  No  reason  for  her 
brothers  to  beat  me  up.    No  reason. 

Priest  (giving  wine  glass):  Drink!    Drink  and  go! 

The  Priest  looks  fiercely  at  Kelly.  Kelly  looks  at  him, 
then  hangs  his  head  and  shoves  the  glass  aside. 

Kelly:  Okay,  Father.    I'm  going. 

AS  HE  STRUGGLES  TO  RISE  FROM  THE  CHAIR,  THERE  IS  THE 
ROAR  OF   A   TRUCK  IN   THE  ALLEY. 

Anna:  .That's  the  truck.    My  brothers  — 
Priest  (to  Kelly):   Go  in  the  other  room. 
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Kelly:  They  don't  scare  me  off. 

Priest:  I  said  go  in  the  other  room! 

Kelly:  Father,  I'm  a  man.    (with  a  cruel  glance  at  Anna) 

I  ain't  one  of  your  church  biddies. 
Priest:   Listen  to  me  —  man!    Maybe  you  got  no  respect  for  the 

priest.    But  I  want  you  should  have  some  respect  for  this  girl. 

She  don't  want  no  more  fighting. 
Kelly  goes  through  the  swinging  door  into  the  dining 

room,    the  Priest  gestures  to  Anna  to  sit  down,    he 

takes   the   wine   glass   in   hand.    Anna   sits   at  the 

table,  clutching  the  bloody  cloth  in  her  lap.    she 

stares  glassily  at  her  father's  chair. 
The  two  older  brothers  enter. 
Priest:   Good  afternoon,  men. 
Eldest:    Father. 
Middle:    Hello,  Father. 

Priest  (eyes  flaring):  You  say  hello  to  your  sister? 
Middle:    Hello,  Anna. 

Eldest  (gruffly)  :  You  excuse  us,  Father.   We  got  to  change. 
The  brothers  walk  into  the  bedroom,    the  Priest  rises 

and  follows  them. 
Priest:  I  excuse  you  —  (he  blocks  the  closing  of  the  door 

with  his  hand)  —  from  some  things! 
The    Priest    enters    the    bedroom.     The    brothers    are 

startled. 

Cut  to: 

CU  of  Anna  who  sits  frozen  at  the  table  as  we  hear  the 

Priest  off  camera. 
Priest  (off  camera):   You  don't  come  to  my  church.    That's 

your  business.    You  are  big  men.    But  there  is  something  that 

is  my  business.    Your  sister  Anna  is  my  business. 
Brother  (angrily;  off  camera):   Father  — 
Priest  (off  camera):  Anna  is  a  good  woman.    But  she  is  also  a 

free  person! 
The   Youngest   brother   enters   the   kitchen,     he   hears 

the  noise,  stops,  looks  at  anna.    anna  lowers  her 

head.    the  youngest  brother  goes  toward  bedroom. 
Priest  (off  camera)  :  You  want  a  servant,  you  go  hire  a  servant. 

You  want  a  sister,  you  love  her  and  give  her  what  is  best  for  her 
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happiness  and  her  salvation,  (to  Youngest  brother)  You 
come  in  too.    Come  in! 

We  hear  brother  walk  in.  there  is  a  new  authority  in 
the  Priest's  voice,  this  afternoon,  after  years  of 
priestly  politeness,  he  has  come  into  his  own.  the 
Priest's  new-found  strength  explodes  in  one  decla- 
ration of  scathing  contempt. 

Priest  (off  camera):  Agh!  I  am  just  an  old  priest,  right?  But 
I  am  so  sick  of  these  big  .  .  .  strong  .  .  .  men! 

The  Priest  slams  the  door,  his  voice  is  muffled  away 
as  he  lights  into  the  brothers  behind  the  closed 
door. 

Anna  raises  her  head,  she  stands,  walks  to  dining  room 
door,  pushes  it  open  and  stands  holding  it,  wait- 
ING. 

Kelly  comes  into  the  kitchen,  they  do  not  look  at  one 
another.  he  crosses  kitchen,  goes  into  laundry 
room  and  stops,  his  hand  smoothing  the  top  of  the 
dryer.  Anna  comes  into  laundry  room  and  speaks 
quietly  to  his  back. 

Anna:  I  want  you  to  know  something.  I  didn't  tell  my  brothers 
nothing  bad  about  you. 

Kelly:  Then  they're  nuts  or  something. 

Anna:  They're  my  brothers! 

Kelly:  One  by  one  I  could  lick  them.   One  at  a  time! 

Kelly  pounds  his  fist  on  the  dryer,  he  walks  to  screen 
door,   then   turns   to   her  —  regret   burning   in   his 

EYES. 

Anna:  You  get  out.  And  don't  you  come  back  again!  I  got  enough 
animals  here!    Don't  you  come  back  here  never! 

Anna  turns,  rushes  back  into  kitchen. 

Anna  stops  at  father's  chair  and  clutches  it  with  her 
hands.  she  hears  the  screen  door  slam.  her  face 
is  grim.  she  does  not  cry.  she  runs  her  fingers  over 
the  arms  of  the  chair.  then  she  lifts  one  hand, 
there  is  blood  on  her  finger.  she  takes  the  cloth 
and  kneels,  scrubbing  the  chair  with  fury.  as  she 
scrubs  she  looks  up  to  heaven  with  cold  anger. 

Anna:  I  don't  want  no  man.    I  don't  need  no  man. 

Fade  out. 
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Act  Three 

Opening   shot: 

The  exterior  of  Philip  Poletti's  grocery,    it  is  a  small 

store  a  very  small  store.    in  fact,  most  of  it  is 

on  the  outside.  but  we  know  that  poletti  has  no 
fear  of  the  lavish  chain  grocery  when  we  see  the 
rich  and  rare  fruits  and  vegetables  piled  in  boxes 
and  baskets,  stacked  on  big  trays,  and  hung  in  abun- 
dance from  the  awnings  and  window  frames.  so 
profuse  is  the  exterior  display  that  we  scarcely 
see  the  interior.  when  we  do,  we  only  glance  in, 
down  one  short  center  aisle.  on  either  side  of  the 
aisle,  canned  goods  are  piled  and  shelved. 

Along  the  sidewalk,  the  three  Santonello  brothers 
approach  like  refugees  from  the  silent  movies, 
their  three-man  unit  makes  a  bumbling,  nervous 
progress.  they  halt  at  the  fruit  stands,  almost 
bouncing  off  one  another.  they  wear  their  work 
coveralls.  nervously,  they  take  a  self-inventory, 
the  Eldest  tries  to  coax  the  collar  points  of  his 
service-station  coveralls  to  stay  down.  the  young- 
est uses  spit  and  a  thumb  to  remove  a  spot  on  his 
shirt-front.  the  mlddle  shifts  nervously,  his  hands 
digging  into  his  pockets. 

the  three  men  then  unite  with  a  glance.  they  move 
forward.  then  they  bend  over,  peering  into  the 
store  and  down  the  little  aisle.  the  three  heads 
see  a  very  fat  old  lady  with  a  big  moon  face  who  is 
sitting  on  a  box,  smack  at  the  end  of  the  aisle.  the 
moon  face  nods.  the  three  men  withdraw,  standing 
erect.  they  look  at  each  other  in  confusion.  then 
they  bend  forward  again,  peeking  into  the  store, 
the  moon  face  bursts  into  a  beaming  smile  and 
Mama  Poletti  —  for  this  is  she  —  nods  again,  she 
then  looks  to  her  left,  catches  someone's  eye  and 
signals  toward  the  door  with  her  thumb. 

Phil  Poletti's  head  now  comes  into  view  as  he  bends 
forward    over    the    meat    counter    into    the    aisle, 
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LOOKING  OUT  AT  THE  BROTHERS  SANTONELLO.    HE  SQUINTS, 
MAKES    THEM    OUT. 

Poletti:    One  moment!! 

His  head  disappears.    Mama  Poletti  nods  again  to  the 

brothers  santonello.    the  brothers  smile  weakly, 

then  stand  erect. 
Poletti  comes  out  of  the  store,    he  is  an  ingratiating 

italian  in  his  late  30's.   his  head  is  bald  and  his  face 

is    shiny    and    innocent. 
Poletti:    Boys  .   .   . 
Middle   (one  by  one):    Hi  Phil. 
Eldest:    Phil. 
Youngest:   Hiya  .   .   . 
Poletti:    I  can  help  you? 

Eldest:  Well  —  (rubbing  his  chin)  maybe  you  will. 
The  brothers  are  silent,  shifting  on  their  feet,  looking 

from    one     to    the     other.      the     eldest    gestures 

roughly  to  the  mlddle  with  his  thumb. 
Middle:    Phil? 
Poletti:    Yes? 

Middle:  You  know  —  ah  —  the  old  man  passed  on.    You  know? 
Phil:  Yes.    I  knew.    And  I'm  sorry  — 

Eldest  (quickly)  :  It's  all  right,  Phil.   What  I  mean  is  the  mourn- 
ing time  is  ended  now. 
The  Eldest  turns  nervously  to  the  Middle  brother  and 

gestures  weakly  to  him. 
Middle:  And  that's  kind  of  the  reason  we  come  to  talk  to  you. 
Youngest  (conclusively):   Yeah. 
Phil:    I  see  .   .   . 
Eldest:   You  see  —  our  sister  Anna.     She's  a  woman.    And  the 

women  take  these  things  hard.    You  know? 
Poletti:   Yeah.    Oh,  I  know. 
Middle:   Yeah. 
Youngest:   Oh,  hard.    Yeah. 
There  is   silence  again. 
Poletti   (studying  them):    Very  hard. 
Middle  (quickly):  We  thought  it  would  do  her  good  maybe  to 

have  some  company  in  the  house.    Gives  her  a  chance  to  do 

something  —  ah  —  special. 
Eldest:  Fix  up  things  special  like. 
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Youngest:  Yeah.    She's  good  that  way! 

After  tumbling  over  one  another  they  again  come  to  a 

STOP. 

Cut  to: 

Mama  Poletti  who  is  moving  her  bulk  down  aisle,  strain- 
ing,  AND   CATCHING   EVERY  WORD   OF    THE    CONVERSATION. 

Eldest  (getting  up  steam):  For  company,  you  know,  she'd 
want  to  cook  up  special  dishes. 

Middle:  She's  a  good  cook,  my  sister. 

Youngest:   Great  cook. 

Poletti  (smiling  politely):   Yes  .  .  . 

He  nods  rhythmically,  this  sign  of  agreement  lends 
courage  to  the  brothers. 

Eldest:  Anyway,  we  thought  maybe  you'd  like  to  come  over  the 
house.    Play  some  pinocle. 

The  three  brothers  await  the  answer,  but  Poletti 
doesn't  seem  to  have  gotten  the  message. 

Poletti  (in  innocence):   I'm  not  such  a  good  pinocle  player. 

Middle:  Aw,  that  don't  matter,  Phil. 

Youngest  (grinning  brilliantly):  You  come  on  over. 

Eldest  (gruffly)  :  Maybe  tonight,  huh? 

Poletti  (carefully)  :  Well,  I'm  busy  till  late  in  the  store. 
Saturdays  I  got  a  lot  of  business. 

The  Middle  brother  looks  over  the  store. 

Middle:  You  got  a  good  business,  Phil. 

The  other  brothers  look  over  the  store,  too.  they  are 
all  in  agreement. 

Youngest:   Yeah. 

Eldest:   A  fine  business. 

This  inspires  them  to  forge  ahead  with  renewed  de- 
termination, after  Phil  has  nodded  in  modest  con- 
tentment: 

Poletti:   Thank  God  .   .   . 

Middle  :  You  want  to  come  over,  Phil?  My  sister  would  be  —  ah 
—  glad  to  meet  you. 

Youngest:    She'd  like  that. 

Poletti  (beaming):   Anna  —  I  know.    She's  nice  girl. 

This  is  music  to  Santonello  ears. 

Santonellos   (almost  in  unison)  :    She's  nice  girl! 
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At  this  moment,  Mama  Poletti  forces  her  bulk  through 
the  fruit  stands  and  into  the  group.  the  men  back 
aside.     Mama   Poletti   nods   deeply   to   each    Santo- 

NELLO. 

Mama  Poletti  (to  Eldest):  Mister  Santonello  .  .  .  (to  Mid- 
dle) Mister  Santonello  .   .   . 

Youngest  (as  Mama  nods  to  him)  :  Missus  Poletti  .  .  . 

Mama  Poletti:  I  am  hearing  dis.  (she  nods  again,  solemnly) 
Yes  .   .   . 

Middle:   We'd  like  Phil  over  the  house. 

Mama  Poletti:    I  know  dat. 

Youngest  (with  brilliant  grin):  And  sometime  maybe  we'd 
like  you  over  the  house,  Missus  Poletti. 

Mama  Poletti:  Dat's  nice  .  .  .  Your  sister  —  she's  Anna  Santo- 
nello. 

Eldest:   Yuh. 

Middle  :   We  was  telling  Phil  here  — 

Mama  Poletti:  Dat's  all  right.    I  unnerstand.    You  know? 

Youngest:    We  was  trying  — 

Mama  Poletti  stops  him  short  with  a  lift  of  her  hand, 
silence. 

Mama  Poletti  (nodding)  :  Philippe  will  be  dere  at  your  house. 

(looking  up  lovingly  at  Phil)  I  will  talk  to  my  son. 

Eldest  (glancing  at  his  brothers):   Yeah  .  .  . 

Middle:   Yeah.    Well,  thank  you,  Missus  Poletti. 

Youngest:    Thanks. 

Middle   (backing  away):    See  ya  tonight,  Phil. 

Eldest:    Phil  .   .   . 

Youngest:    See  ya  .   .   . 

The  three  brothers  leave  in  a  polite  and  disorganized 
bunch. 

Mama  Poletti  is  beaming  up  at  her  son,  still  holding  his 
hand,  he  smiles  weakly  in  response,  gently  she 
pats  his  hand  in  soothing  rhythm.  a  woman  ap- 
proaches the  vegetable  counters.  mama  poletti 
jerks  her  head. 

Mama  Poletti:    Customer. 

Phil  turns  obediently  to  serve  the  customer. 

CU:   Mama  Poletti,  beaming  and  bowing  her  head. 

Fade  out. 
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Fade  in: 

The  Santonello  kitchen,  early  evening.  Anna  is  dressed 
up  and  in  the  middle  of  big  preparations.  for  the 
first  time,  she  is  not  in  black.  she  wears  an  inex- 
pensive sleeveless  dimity.  teresa,  very  pregnant, 
is  seated  at  the  table  in  a  knee-length  peignoir.  she 
is  bare-legged  and  wears  slippers. 

Teresa:    It's  a  lot  of  fuss  if  you  ask  me. 

Anna:    It's  a  party,  that's  all. 

Teresa:   The  Santonello  brothers  are  entertaining  now? 

Anna:    It's  only  a  friend. 

Teresa:   A  friend  for  who. 

Anna:    For  my  brothers.    They  got  a  lot  of  friends. 

Teresa:    Oh  Anna!    I  know  what  the  friend  is  for! 

Anna:    Huh? 

Teresa:  Everybody  knows  what  the  friend  is  for.  I  know  who  it  is 
even.    Philip  Poletti. 

Anna:   The  grocer  man? 

Teresa:  You  didn't  even  know!    Oho!    I  thought  you  knew. 

Anna:   My  brothers  only  told  me  —  a  friend. 

Teresa:  Hey!  Everybody  knows.  The  whole  neighborhood.  The 
Santonellos  are  getting  a  boyfriend  for  Anna. 

Anna:    I'm  glad  everybody  knows  because  I  don't. 

Teresa:  Since  when  are  your  brothers  having  men  into  this  house? 
Throwing  parties? 

Anna:  Well,  the  mourning  time  is  ended  for  Papa,  (she  ponders) 
Poletti  the  grocer  man,  you  said? 

Teresa:  One,  he's  got  money.  Two,  his  old  lady  wants  he  should 
get  married. 

Anna:    He's  a  nice  enough  man. 

Teresa:    So  what  about  the  Irish? 

Anna:   Teresa,  you're  fresh  tonight,  you  know? 

Teresa:    So  I'm  fresh  and  what  about  Irish? 

Anna:   The  whole  neighborhood  told  you  about  that  also? 

Teresa:  Everybody  knows,  sure.  You  don't  have  a  free-for-all  in 
the  Crescent  Moon  and  have  it  a  secret  from  the  world. 

Anna  giggles  nervously 

Teresa:   What's  the  matter? 

Anna:   I'm  not  used  to  being  such  a  topic  of  conversation. 

Teresa:   You  don't  kid  me.    You  like  this  Irish  Kelly. 
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Anna:   I  never  said  that. 

Teresa:   You  don't  kid  me. 

Anna:   Teresa,  I'm  sorry.    I  got  a  lot  of  work  to  do. 

Teresa:  Okay.  And  I'll  mind  my  own  business.  You  know  what 
the  baby  called  me  yesterday?  She  called  me  Fat  Mama!  Fat 
Mama!    You  hear  what  I  said? 

Anna:   Yuh.    That's  nice. 

Teresa:  That's  nice!  Anna,  you're  crazy  if  you  don't  call  up  that 
Kelly  or  something. 

Anna:    I  couldn't  do  that. 

Teresa:   Why  not  for  Heaven's  sake.    The  phone's  on  the  wall. 

Anna:   There's  reasons  I  couldn't  call  him  up. 

Teresa:  Your  brothers? 

Anna:  I  got  no  business  talking  against  my  brothers.  They're 
watching  after  me. 

Teresa:   Yeah.    I  give  up  with  you. 

Anna:  Teresa,  I  want  you  to  get  this  story  right.  And  I  want  every- 
body that's  wagging  their  heads  to  get  it  right.  It  was  me  sent 
the  dryer  man  away  from  here.  And  he  wanted  to  go.  And  it 
was  nothing  to  begin  with.  We  met  at  the  Bingo.  And  my 
brothers  didn't  have  nothing  to  do  with  it.  Because  the  man  — 
he  wanted  to  go. 

Teresa:   Okay. 

Anna:    I'm  sorry  if  I  yelled  at  you. 

Teresa:  He  was  a  real  big  guy,  that  Kelly.    What  shoulders,  huh? 

Anna:  If  you  want  to  know,  he  scared  me.    He's  a  very  grup  man. 

Teresa  (laughing):  Grup  .  .  .  ?    The  word's  gruff! 

Anna  giggles,  then  buries  her  face  in  her  hand,  her 
shoulders   shake  but  she  is  not  laughing  now. 

Teresa:  Anna  .  .  .  I'm  sorry.  I  didn't  mean  —  you're  always  ask- 
ing me:    correct  your  language. 

Anna  (sniffing):  It's  all  right,  Teresa.    That  ain't  the  reason  — 

Teresa:    You  never  going  to  see  this  guy? 

Anna  (trying  to  laugh  at  herself):  I  don't  know.  Someday 
my  machine  might  break  down  or  something. 

Teresa:    Hit  it  with  a  hammer! 

Anna:  Oh  no!  You  got  to  treat  that  machine  right!  But,  I  pray,  you 
know.  Every  night  I  pray  —  for  grace  and  God's  will  be  done. 
But  I  also  pray  to  the  Blessed  Mother  special.  Let  my  machine 
break' down,  I  sav.    Please.    Let  it  break  down. 


THE      HOUR     AND     90-MINUTE     DRAMA 


273 


Teresa  (fighting  off  tears):  What  to  do,  huh?   We  each  got 

our  sorrows.    And  what  to  do? 
Anna  (looking  at  Teresa's  stomach):  Teresa.    You  meditate 

on  your  joys,  all  right? 
Teresa  (sniffing  back  tears;  grinning):   Some  joy! 
She  rubs  her  sides. 
Fade  out. 

Fade  in: 

The  Santonello  kitchen  later  that  evening,  the  three 
brothers  are  at  the  kitchen  table  playing  cards 
and  drinking  wine,  the  father's  chair  is  still  there 

AND  EMPTY.    IN  A  FIFTH  CHAIR  SITS  PHILIP  PoLETTI.    THEY 

play  in  silence,  all  in  shirtsleeves.  but  poletti  has 
his  tie  neatly  tied  and  his  suitcoat  neatly  hung 
over  the  back  of  the  chair.  anna  sits  quietly  to  one 
side  on  a  high  kitchen  stool,  watching  the  men. 
Philip  Poletti  looks  up  at  her.  he  smiles.  Anna 
smiles  in  return.  she  jumps  to  her  feet  and  brings  a 
fresh  bottle  of  wine  to  the  table. 

Anna:    Some  more  wine  for  anyone? 

The  Eldest  gives  her  the  guest's  glass  —  a  bingo  glass. 

Eldest:   Fill  it  up,  eh? 

Anna  pours,  one  by  one  the  brothers  rise  self-con- 
sciously. THEY  STRETCH,  LEAN  ON  THE  BACK  OF  THEIR 
CHAIRS. 

Eldest:   You  excuse  us  a  minute,  Phil? 
Middle:   Yeah.    Excuse  us? 
Poletti:    Sure.    Certainly. 

THE  BROTHERS  MOVE  ACROSS  THE  ROOM.  THE  TWO  ELDEST  GO 
INTO    THE    BEDROOM. 

Youngest:   Excuse  me. 

He  backs  nervously  into  the  dining  room.  Poletti  smiles 
at  Anna,  the  Youngest,  having  discovered  his  error, 
comes  out  of  the  dining  room,  grins  nervously,  and 
retreats  to  his  brothers  in  the  bedroom.  poletti, 
who  rose  when  the  brothers  excused  themselves, 
stays  on  his  feet. 

Poletti:   Your  brothers  are  good  pinocle  players. 

Anna:   They  play  a  lot. 
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Anna  moves  to  sit  down. 

Poletti  (moving  back  a  chair)  :  Let  me  help  you. 

Anna:   No.    You  sit  down. 

He  sits  in  the  father's  chair.  Anna  moves  to  stop  him, 
then  allows  it.  she  studies  him  in  her  father's 
chair  and  moves  his  glass  of  wine  over  to  him. 

Poletti:   You'll  have  some  wine? 

Anna:   Only  a  little,   (she  smiles)   In  your  honor. 

Poletti  pours  the  wine,    he  raises  his  glass  in  a  toast. 

Poletti:   To  —  the  happy  times. 

Anna:   Yes. 

Poletti:   You're  bashful  girl,  huh? 

Anna:   Yes. 

Poletti:  I  like  bashful  people.  Because  I'm  kind  of  bashful  myself. 
You  know? 

Anna:   Yes. 

Poletti:   I  think  the  bashful  ones  should  stick  together. 

He  laughs.  Anna  watches  him.  his  kindness,  his  unaf- 
fected good  nature  would  please  a  saint. 

Poletti:  I  was  watching  you  tonight.  And  you  was  watching  me. 
What  are  you  thinking? 

Anna:   What  are  you  thinking? 

Poletti:    I  asked  you  first. 

They  both  laugh. 

Anna:   You're  a  nice  man.    I  always  thought  so  in  your  grocery. 

Poletti:  Anna  —  would  you  be  interested  in  the  movies,  Sunday 
night?  I  know  there's  the  television.  But  sometimes  the  movies 
are  nice. 

Anna:   I  don't  go  to  the  movies  so  much,  (fumbling)  My  eyes. 

Poletti:   Maybe  the  dancing  then.    At  the  casino? 

Anna:    I  don't  really  dance  so  well. 

Poletti:   Oh,  that  don't  matter. 

Anna:    I  don't  dance,  Mister  Poletti. 

Poletti:  Maybe  the  Bingo  on  Tuesday.  I  seen  you  before  at  the 
Bingo. 

Anna:    I'm  sorry.    No  thank  you. 

Poletti:    I  guess  I  don't  understand. 

Anna  :  Mister  Poletti  —  I  don't  want  to  hurt  nobody.  But  the  truth 
is  I  just  don't  go  out  much  —  with  nobody. 

Poletti:   Is  there  some  boyfriend  you  got? 
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Anna:  Yes!    Yeh,  there  is  a  man  comes  calling.    God  forgive  me! 

Poletti  :    What? 

Anna:   There  isn't  no  man.    I  don't  want  no  man. 

Poletti:    But  your  brothers  — 

Anna:    My  brothers  don't  know  my  mind. 

Poletti:    It  was  a  mistake? 

Anna:   Yes.    I'm  sorry. 

Poletti:   You  think  maybe  I  better  say  goodnight? 

Anna:    Goodnight. 

He  picks  up  his  suitcoat.    Anna  leads  him  through  the 

laundry  room.    as  he  passes  her  to  exit,  he  smiles. 

Anna  smiles. 
Poletti:   Buona  notte,  Anna. 
He  exits.    Anna  leans  on  the  dryer,  soothing  her  palms 

ON  ITS   cool   surface. 
The  brothers  enter  kitchen,  look  in  at  Anna. 
Eldest:   We  hear  the  door  slam? 
Middle:   Where's  Phil  Poletti? 
Anna:   He  went. 
Middle:    Where? 

Anna:   Because  he  didn't  see  no  use  in  hanging  around  here. 
Middle:    What'd  you  tell  him? 
Anna:    I  told  him  I  got  a  boyfriend. 
Youngest:   You  ain't  got  no  boyfriend! 
Anna:    I  know  it. 

She  walks  past  them  into  kitchen. 
Eldest:   Anna!    What's  this  for  crazy  talk! 
Middle:  I'll  tell  you  what's  the  crazy  talk!    She's  thinking  of  that 

mick! 
Eldest:   Anna.    Is  that  how  you're  thinking? 
Anna:   No.    I  wouldn't  commit  no  crime  like  that. 
Youngest  (fists  up):   Have  him  over  here.    Go  ahead. 
Anna  turns  her  head  away  with  a  groan,    the  Eldest 

pushes  the  Youngest's  fists  down  and  walks  to  Anna. 
Eldest:  Anna  —  Phil  Poletti  is  a  nice  fella.    We'll  have  him  over 

the  house  again.    For  pinocle. 
Anna:    It  won't  matter. 
Middle:   What  you  mean  it  won't  matter? 
Anna:  Because  I'm  not  going  to  marry  anybody.    It's  too  late  now 

for  marrying. 
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Youngest:   Too  late?    What's  she  mean  —  too  late? 

Anna  (smiling):   I'm  staying  with  my  brothers.    After  all,  who 

would  cook  for  you?    Who  could  keep  the  coveralls  neat? 
Anna  walks  behind  her  father's  chair  and  looks  at  the 

brothers.    she  is  pleased  at  giving  them  what  they 

want.   the  brothers  bunch  together  like  a  group  of 

nervous  elders.    then,  as  if  embarrassed  at  his  own 

words,  the  Eldest  speaks: 
Eldest:    Anna  —  uh.     The    priest  —  the    Father    told    us    some 

things  .   .   . 
Anna:   He  told  me  also  —  to  follow  my  own  way.    I  decided  my 

own  way. 
Eldest:  He  told  us:  your  sister  should  be  married.   The  priest  said 

we  got  the  responsibility  for  that. 
Anna:   I  can't  do  what  I  want? 
The   brothers  exchange  glances,    then  like  an  uneasy 

CULPRIT,  THE  ELDEST  GOES  TO  Anna's  SIDE.    HE  HAS  DIFFI- 
CULTY STARTING  HIS   SPEECH. 

Eldest:  Anna.  We  want  you  should  understand  something.  You're 
not  a  servant.    You  understand? 

There  is  no  affection  in  the  statement,  it  is  the  stum- 
bling ATTEMPT  BY  A  CONFUSED  MAN  TO  RIGHT  SOME 
WRONG     WHICH     HE   IS   NOT   SURE   EXISTS. 

Anna:    I  know  that. 

Eldest:  You're  a  sister.    And  —  and  you  got  your  brothers'  love. 

Youngest    (childishly   emphatic):    You're   a   sister. 

Anna:   But  not  a  mama. 

Eldest:   A  mama? 

Anna:    I  said  —  yes,  not  a  mama.    I  am  not  your  mama. 

Eldest  (confused)  :    No.    No  .   .   . 

Anna:  You  are  not  my  sons.    And  Papa  is  not  my  little  baby. 

She  has  moved  around  to  the  front  of  the  chair,  looking 

at  it  intently. 
Middle:   What  kind  of  crazy  talk! 
Anna:    I  said  —  Papa's  not  my  baby. 
She  sits  in  the  father's  chair. 
Eldest:    Get  out  the  old  man's  chair. 

Anna:  This  isn't  Papa's  chair.   Papa's  dead.   He  don't  need  no  chair. 
Eldest:   Get  out  the  old  man's  chair! 
Anna:   Papa^s  in  heaven.    Maybe  if  you  went  to  the  church  more 
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and  think  about  God  more,  you'd  know  it!  Papa's  in  heaven. 
Is  the  chair  a  shrine? 

Eldest:   Get  out!    Get  out! 

He  slaps  her  swiftly  across  the  cheek.  Anna  runs  to 
the  laundry  room  and  clings  to  the  dryer.  the 
three  brothers  stand  together  looking  at  the 
chair.  they  are  emotionally  shattered,  breathing 
spasmodically,  lips  trembling.  tears  pour  down 
the  cheeks  of  the  mlddle  brother  and  he  sobs 
gutturally.   anna  turns  and  watches  them. 

Anna:  You  want  to  know  someone  else  sat  in  your  shrine  chair? 
Your  mick!  He  sat  there  when  I  washed  off  the  blood  that 
you  put  on  him! 

The  Eldest  lunges  at  the  table,  with  a  sweep  of  his 
hands  he  sends  the  bingo  glasses  and  pitcher  crash- 
ing to  the  floor.    he  looks  fiercely  at  anna. 

Anna:  Does  that  scare  me?  Because  I'm  not  scared  anymore  of 
what  you  do. 

Eldest:    Shut  up! 

Anna:  Because  that  mick  you  call  him  can  beat  up  all  of  you!  One 
by  one!    He  told  me!    One  by  one! 

Eldest:  I  curse  the  time  he  come  to  this  house!  I  curse  the  time 
we  give  you  that  machine!  (he  thunders  to  laundry 
room)   I  curse  it! 

He  SLAMS  HIS  FOOT  ON  the  open  door  of  the  dryer  with 
all  his  weight  and  fury.  it  clatters  to  the  floor, 
the  Eldest  brother  continues  his  furious  path,  at 
the  screen  door,  he  slumps,  looking  outside.  the 
two  other  brothers,  who  had  dashed  after  him, 
fearing  another  attack  upon  anna,  stop  at  the 
kitchen  entrance  to  the  laundry  room.  anna  has 
cringed  back  to  the  wall  in  fear.  now  she  sees  the 
dryer  door  on   the   floor.    all  are   silent.     spent. 

Anna  (quietly)  :    It's  broken. 

The  Eldest,  drained  of  anger,  turns  to  her. 

Eldest   (almost  tenderly)  :    Anna.    Anna   .   .   . 

Anna  (her  joy  rising):    It's  broken.    It's  broken. 

The  other  brothers  are  relieved  to  take  their  cue  from 
the  Eldest. 

Middle  (eagerly):   Anna,  we'll  fix  it  for  you. 
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Youngest:   We'll  buy  you  another. 

Anna  grabs  up  the  door  and  clutches  it  to  her  breast. 

Anna:   You  don't  know  how  to  fix  it. 

She  stands,  clutching  the  door  to  her  breast,  swaying 

ecstatically,  her  eyes  turning  heavenward. 
Anna:  It's  broken  .  .  .  Oh,  it's  broken.    It's  broken  .  .  .  It's  broken. 
Fade  out 

End  Act  Three 

Epilogue 

as  credits  roll,  we  see  the  laundry  room  in  the  morning 
sunlight.  Kelly  is  waiting  outside  the  door.  Anna 
lets  him  in,  hands  him  the  broken  door. 

as  he  works  they  speak  tentatively  to  one  another.    we 

watch  them  both  unsure  as  they  very  carefully 

start  their  association  over  again.  there  is  no  love 
scene  —  no  kisses.    slowly,  they  are  finding  their 

WAY. 

The  End 


ANALYSIS 

Act  I 

You  will  note,  first 
of  all,  that  author  Bob  Crean's  description  of  the  Santonello  home  is 
quite  thorough.  It  gives  evidence  of  the  writer's  familiarity  with 
such  a  home;  and  the  details  of  the  setting  are  of  great  assistance  to 
the  scene  designer  and  to  the  director.  Since  environment  does  play 
so  large  a  part  in  influencing  our  daily  fives,  the  writer  should  be 
familiar  with  the  environment  of  his  characters. 

The  drama  brings  its  two  leads,  Anna  Santonello  and  John 
Kelly,  on  screen  immediately  and  in  a  brief  scene  of  visual  dramatic 
foreshadowing  sets  the  stage  for  the  impending  romance:  ".  .  .  the 
impact  of  their  meeting.  Anna  overwhelmed  by  the  power  of  this 
man;  Kelly  recognizing  Anna's  feminine  receptivity  to  this  power." 
The  very  opening  scene,  then,  holds  our  attention  and  arouses  our 
interest  in  the  possible  romance. 
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The  fight  scene,  which  follows,  illustrates  the  belligerency  of 
the  Middle  brother,  an  important  indication  of  his  character,  of 
which  we  will  have  further  evidence  in  Acts  Two  and  Three.  It  is 
this  belligerency  which  adds  fuel  to  the  rising  conflict  between  Anna 
and  her  brothers.    The  fight  is,  obviously,  excellent  visual  action. 

The  dialogue  gives  us  an  insight  to  Anna's  background.  "I 
never  got  so  fat  and  full  of  tears  like  them  other  women.  I  only 
dried  up  like."  Evidently,  she  has  not  had  much  formal  education, 
but  she  is  a  person  of  quiet  strength  and  she  wins  our  sympathy 
immediately.  When  the  Middle  brother,  "the  big  man,"  admonishes 
her  for  "talking  so  crazy,"  she  does  not  shout  back  at  him  but  in 
quiet,  forceful  tones  puts  him  in  his  place.  "Who  you  telling.  Who 
you  telling  to  act  right,  hah?  The  big  man.  Bawling  like  a  baby. 
The  big  strong  son!" 

Anna  has  led  a  sheltered  life  and  she  is  shy.  It  is  indicated  by 
her  reaction  when  Kelly  describing  the  operation  of  the  dryer  tells 
her:  "For  delicate  fabrics.  Like  your  underwear,  you  know?"  Anna 
folds  her  arms  across  her  breast  in  an  unconscious  gesture  of  modesty. 

Sympathy  is  invoked  for  John  Kelly  in  the  scene  between  Anna 
and  the  plumber.  Kelly  offers  his  condolences  for  her  father's  death 
and  apologizes  for  his  insistence  in  setting  up  the  dryer  at  such  a 
time.  We  take  a  liking  to  Kelly  and  thus  we  look  forward  to  a  suc- 
cessful romance.  Once  sympathy  for  the  protagonists  has  been  estab- 
lished, any  future  tensions  between  the  two  will  be  shared  by  the 
audience.  In  the  conversation  between  Anna  and  her  upstairs  neigh- 
bor, Teresa,  we  have  a  good  example  of  exposition  through  natural 
dialogue.  Friends  normally  do  exchange  confidences.  In  this  in- 
stance, we  learn  of  Anna's  attachment  to  her  aged  father.  Similarly, 
when  the  priest  speaks  to  Anna,  we  discover  that  she  is  a  faithful 
churchgoer. 

For  a  time  passage  transition,  there  is  a  Fade  Out  to  Black  after 
the  Rosary  sequence.  The  Fade  Out  to  Black  is,  figuratively,  a  cur- 
tain. Fade  In  implies  the  curtain  rising  again,  much  as  it  does  on 
the  theater  stage  with  the  set  coming  slowly  into  view. 

The  scene  where  Jerry,  the  repairman,  is  working  is  actually  a 
cover  scene.  All  "Kraft  Theatre"  plays  are  produced  live  and  the  play- 
wright must  therefore  allow  time  for  changes  in  costume,  and  for 
actors  to  move  from  one  set  to  another.  The  device  in  this  particular 
scene  is  an  acceptable  one  to  the  audience:  a  repairman  called  in  to 
fix  the  recently  purchased  dryer.    It  is  an  incident  of  probability. 
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While  the  camera  is  focused  on  the  visual  action  of  Jerry  "poking 
about  the  dryer,"  it  gives  Anna  time  to  change  to  a  "wraparound 
printed  housedress." 

The  device  of  the  inoperable  dryer  serves  also  to  bring  Kelly 
back  to  the  Santonello  household  and  therefore  moves  the  play.  The 
romance  is  furthered  when  Anna  remarks  that  she  is  baking  cookies 
for  the  Saint  Anthony's  Bingo  and  Kelly  tells  her,  "Maybe  tonight  I'll 
see  you  Saint  Anthony's." 

Anna  is  evidently  receptive  to  Kelly's  friendship,  but  her  whole 
life  has  been  devoted  to  taking  care  of  her  father  and  her  brothers. 
Her  own  individuality  has  been  submerged.  This  is  a  point  the 
dramatist  wants  to  stress  and  so  once  again  he  employs  the  device  of 
conversation  between  Teresa  and  Anna  to  clarify  the  issue  and  in- 
spire the  conflict. 

Teresa,  for  all  her  bubbling  chatter,  is  well  aware  of  Anna's 
deeply  hidden  frustrations  and  she  knows  that  Anna's  brothers  have 
taken  advantage  of  her  sense  of  obligation.  As  Teresa  bluntly  phrases 
it:  "Anna,  you're  a  slave  to  them  guys."  Much  as  Anna  rationalizes 
her  position,  Teresa's  shrewd  observations  have  a  telling  effect  which 
manifests  itself  almost  immediately  by  Anna's  sharp  reply  in  answer 
to  the  Youngest  brother's  inquiry  as  to  when  supper  will  be  ready. 
"I  said  ten  minutes!"    Teresa  praises  her  for  talking  up. 

At  the  first  act  curtain,  Anna  is  beginning  to  realize  the  servi- 
tude of  her  position.  We  are  waiting  now  to  see  what  she  will  do 
about  regaining  her  own  individuality. 

Act  II 

In  Act  Two,  the 
play  gathers  momentum.  There  is  a  good  deal  of  action  and  a  strong 
crisis  is  developed.  If  you  had  seen  this  second  act  of  "Anna  Santo- 
nello," the  chances  are  you  would  have  enjoyed  it  to  the  fullest. 
There  are  no  chinks,  no  faults,  no  creakings  here. 

The  extensive  description  of  the  opening  scene  again  demon- 
strates the  writer's  familiarity  with  the  play's  locale.  We  are  treated 
.  .  .  and  we  mean  that  in  its  happiest  sense  ...  to  a  delightful 
portrayal  of  the  priest  whom  we  had  met  briefly  in  the  first  act.  This 
is  excellent  character  drawing.  A  sense  of  warmth  pervades  us  as  we 
listen  to  the  priest  explain  to  Anna  why  he  has  come  by  the  shrine 
tonight.  He  knows  the  people  have  come  to  Saint  Anthony's  for  the 
Bingo  prize  and,  he  gallantly  observes,  for  Anna  Santonello's  cookies. 
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"And  the  money  coming  in  will  keep  the  roof  over  your  Son's  head," 
he  says,  with  wry  humor,  to  the  statue  of  the  Blessed  Mother,  "And 
your  head  .  .  .  and  my  head." 

The  scene  between  Anna  and  Kelly  at  the  church  grounds  is  a 
very  poignant  one  but  it  has  its  humor  too,  the  finest  type  of  humor, 
arising  naturally  out  of  a  situation:  Anna  discussing  the  difference 
between  the  Irish  and  the  Italians.  Before  that,  there  is  a  revealing 
note  of  exposition  when  Anna  tells  Kelly  that  for  years  she  has  taken 
care  of  her  Papa.  It  is  another  indication  of  her  servitude,  of  how 
circumscribed  her  life  has  been,  and  of  her  devotion  to  her  father. 
It  leads  us  to  understand  her  reaction  to  Kelly's  kiss.  She  is  shocked, 
but  inwardly  she  knows  this  is  the  sort  of  affection  she  needs.  Her 
exclamation,  "I  love  my  Papa,"  is  a  troubled  cry  to  justify  her  long 
years  of  dedication.  The  gesture  of  Kelly  offering  Anna  his  handker- 
chief and  his  promise  to  win  a  prize  for  her  at  the  Bingo  game  are 
both  utilized  to  maintain  a  sympathetic  portrayal. 

The  opening  of  Scene  Two  in  the  Santonello  kitchen  is  a  cover 
scene.  The  camera  is  on  the  Eldest  brother  opening  a  bottle  of  wine. 
This  is  only  a  brief  bit  of  visual  action  but  it  gives  Anna  time  to  pick 
up  the  props :  the  glass  pitcher,  the  tray  and  the  glasses,  and  to  move 
from  the  church  set  to  the  kitchen  set. 

An  illustration  of  denoting  time  passage  through  natural  dia- 
logue is  seen  in  the  Middle  brother's  statement:  "You  was  playing 
Bingo?   With  the  old  man  not  dead  a  month!" 

There  is  no  wasted  dialogue.  When  the  Middle  brother  re- 
marks: "The  big  mick  hangs  around  the  Crescent  Moon,"  it  may,  at 
first,  appear  to  have  little  or  no  significance  but  as  the  act  progresses, 
we  find  that  the  Crescent  Moon  plays  an  important  part  in  the  plot 
structure  of  the  drama. 

The  scene  between  Anna  and  her  brothers  builds  to  a  crisis. 
We  are  aware  from  their  questioning  that  they  have  no  love  for  Kelly. 
They  warn  Anna  to  stay  away  from  him.  Her  acquiescence  and  her 
almost  panicky  replies  reveal  that  she  is  not  yet  ready  to  assert  her 
individuality. 

Once  again  there  is  a  cover  scene  with  the  arrival  of  the  priest. 
He  is  off  camera  at  first  so  that  all  we  see  is  the  empty  kitchen;  then 
the  camera  picks  up  the  priest  coming  in  the  door  and  Anna  calls  to 
him  off  camera.  This  is  a  natural  bit  of  visual  action  and  dialogue 
which  gives  Anna  time  to  change  her  costume.  In  other  words,  your 
cover  scenes  must  never  be  obvious. 
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There  is  another  visual  indication  of  the  father  complex  as 
Anna  guides  the  priest  away  from  her  father's  old  armchair.  The 
"shrine"  is  sacred  even  from  the  priest. 

The  dialogue  now  between  Anna  and  the  priest  reaches  the 
crux  of  the  play  and  it  is  the  priest's  stern  but  sympathetic  summa- 
tion that  marks  the  turning  point  of  the  drama.  "Anna!  You  are  a 
woman  with  a  free  will.  God  made  you  free  —  to  do  whatever  is 
right  for  you."  This,  as  the  writer  indicates,  is  the  discovery  of 
Anna's  spiritual  freedom.  It  leads  her  to  immediate  action,  telephon- 
ing John  Kelly. 

Now  the  element  of  suspense  is  introduced.  Anna  is  unable  to 
reach  Kelly  on  the  phone.  At  the  time  of  her  call,  he  is  at  the 
Crescent  Moon  Bar,  so  we  have  a  simultaneous  action  sequence. 
The  brothers  Santonello  have  been  waiting  for  Kelly  and  the  scene 
builds  to  a  crescendo  of  violence,  with  the  plumber  beaten  up  badly. 
This  fight  is  a  physical  manifestation  of  the  brothers'  bigotry,  much 
as  they  have  verbalized  their  contempt  for  Kelly  by  referring  to  him 
as  "the  mick." 

Kelly's  subsequent  entrance  into  the  Santonello  home,  his  face 
battered,  his  overalls  stained  with  blood,  is  a  scene  of  tremendous 
impact.  You  will  note  that  for  this  transition,  we  have  another  cover 
scene.  We  fade  from  the  Crescent  Moon  to  the  Santonello  kitchen. 
Anna  has  a  bit  of  dialogue  with  the  priest  and  then  anxiously  she 
tries  calling  Kelly  again,  all  of  which  moves  the  play  and  at  the  same 
time  allows  for  adjustments  to  Kelly's  makeup  and  costume. 

There  is  good  symbolism  in  the  priest  leading  Kelly  to  "Papa's 
chair."  Anna  starts  at  seeing  Kelly  seated  there,  but  she  ac- 
cepts it  and  tends  to  his  wounds.  It  is  another  step  in  freeing  her- 
self. 

The  scene  between  the  priest  and  the  brothers,  with  the  priest 
finding  new  strength  within  himself,  is  a  very  heartwarming  one. 
It  also  fills  a  need  for  the  audience.  The  average  viewer's  social  en- 
vironment is  such  that  he  yearns  to  see  justice  done :  in  this  instance, 
the  viewer  has  been  angered  by  the  unfairness  of  the  three  brothers 
in  setting  upon  Kelly.  When  the  priest  rebukes  the  brothers  with 
scathing  contempt,  he  is,  in  a  dramatic  sense,  speaking  for  the  viewer 
and  granting  him  the  satisfaction  he  anticipates. 

The  staging  of  the  above  scene,  with  the  priest  admonishing 
the  brothers  off  camera,  and  the  play  of  the  camera  on  Anna,  is  very 
effective.    It  permits  the  actress  to  display  her  powers  of  pantomime. 
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In  addition,  it  helps  to  move  the  play  physically:  the  priest  closes  the 
door  behind  him,  which  is  a  cue  for  Anna  to  release  Kelly. 

Kelly,  naturally  enough,  is  still  very  bitter.  His  anger,  belat- 
edly, turns  to  contrition,  but  now  Anna  is  furious  and  sends  him  on 
his  way.  She  grips  her  father's  chair,  seeking  comfort  from  it  and 
then  scrubs  the  contaminating  blood  from  it.  The  curtain  descends 
on  a  grave  crisis  in  the  drama.  We  are  anxious  to  know  what  will 
happen  next. 


Act  III 

There  are  sharp 
contrasts  in  the  opening  scene  of  Act  Three.  It  is  a  very  humorous 
yet  very  poignant  sequence,  and  full  advantage  is  taken  of  the  visual. 
Note  how  much  pantomime  there  is  in  the  brothers'  embarrassed 
approach  to  the  grocer,  Philip  Poletti. 

A  minor  point,  but  one  of  essential  interest  to  the  potential 
video  drama  writer,  is  that  of  name  identification.  The  Middle 
brother  greets  Poletti,  "Hi  Phil."  He  could  have  said  merely,  "Hi," 
which  would  have  been  natural  enough  but  would  not  have  given 
any  information  to  the  viewer. 

Bob  Crean  has  drawn  another  vivid  portrait  in  Phil  Poletti.  The 
grocer's  inability  to  grasp  the  underlying  significance  of  the  Santo- 
nello  invitation,  his  obeisance  to  his  mother,  his  awkward  responses, 
delineate  him  finely  as  a  shy,  socially  unresponsive  individual. 
Withal,  he  is  likeable,  and  sympathetically  drawn.  The  scene  at  the 
Santonello  home,  when  Poletti  inevitably  becomes  the  rejected 
suitor,  is  written  with  great  sensitivity  and  understanding.  We  are 
sorry  for  the  shy  grocer  but  we  know  that  Anna  could  not  have 
responded  in  any  other  way. 

The  preceding  scene  between  Anna  and  Teresa  served  to  pre- 
pare us  for  Anna's  rejection  of  Poletti.  Teresa,  shrewdly  again, 
realizes  that  Anna,  much  as  she  may  protest,  is  in  love  with  Kelly. 
And  there  is  dramatic  foreshadowing  in  Anna's  remark  that,  "Some- 
day my  machine  might  break  down  or  something."  There  is  a  deft 
contrast  portrayed  between  the  characters  of  Anna  and  Teresa.  The 
forthright  Teresa  would  hit  the  dryer  with  a  hammer.  The  shy, 
gentle  Anna  turns  to  prayer. 

The  symbolism  of  the  father's  chair  is  utilized  again  when 
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Poletti  seats  himself  in  the  armchair.  Anna  studies  him  as  if  medi- 
tating whether  he  could  replace  her  father  in  her  life. 

The  scene  between  Anna  and  her  brothers  is  sensitively 
written.  Awkwardly,  they  try  to  tell  her  that  they  want  to  do  the 
right  things  for  her,  that  she  is  not  a  servant  in  the  house.  But  it  is 
Anna  who  finally  finds  herself,  who  realizes  the  truth  now,  as  she 
tells  her  brothers,  "I  am  not  your  mama  .  .  .  you  are  not  my  sons. 
And  papa  is  not  my  little  baby."  Her  ultimate  freedom  is  achieved 
with  her  declaration,  "This  isn't  Papa's  chair.  Papa's  dead.  He 
don't  need  no  chair." 

The  truth  of  her  statement  leads  to  a  violent  reaction  on  the 
part  of  the  Eldest.  He  slaps  his  sister  who  runs  out  to  the  laundry 
room  and  clings  to  the  dryer  which  is  now  her  symbol  of  strength. 
The  violence  of  the  Eldest  results  in  his  breaking  the  door  of  the 
dryer  and  Anna's  outspoken  bid  for  freedom  has  had  the  happy  con- 
sequence of  having  her  prayer  answered.  This  is  the  climax  of  the 
play  and  the  third  and  final  act  can  well  end  on  this  note.  However, 
the  brief  epilogue,  actually  the  resolution,  with  Kelly  coming  to  fix 
the  dryer  may  have  given  the  viewer  more  satisfaction. 

There  is  a  somewhat  analogous  situation  in  the  movie  version 
of  Chayefsky's  TV  play,  "Marty,"  when  Marty,  despite  his  mother's 
remark  that  she  doesn't  like  the  girl  he  has  met  and  his  friend's 
disparagement  of  the  girl  as  a  "dog,"  still  decides  to  call  her.  In  the 
movie  version,  we  saw  the  girl  waiting  anxiously  at  home  for  her 
phone  to  ring,  trying  hard  to  keep  the  tears  from  streaming  as  the 
time  passes  without  a  call.  In  the  final  sequence,  we  see  Marty  in  the 
telephone  booth  dialing  her  number.  The  screen  play  ends  there. 
Many  moviegoers  we  spoke  to  expressed  the  wish  that  the  play  had 
had  an  additional  scene :  the  girl  answering  the  phone  and  the  happi- 
ness that  must,  perforce,  have  lighted  up  her  face.  This  would  have 
been  akin  to  the  epilogue  for  "Anna  Santonello." 

The  question  may  be  raised,  would  the  additional  "Marty" 
scene  have  been  anticlimactic?  And  what  of  the  "Anna  Santonello" 
epilogue?  The  epilogue  is  very  brief.  As  a  matter  of  fact,  it  was 
played  while  the  credits  rolled.  The  "Marty"  scene  would  have  taken 
a  few  brief  seconds.  In  the  last  analysis,  the  final  curtain  is  the 
writer's  choice.  He  may  debate  it  with  himself  or  with  the  director 
but  each  writer  will  reach  his  own  individual  conclusion. 
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A  large  percentage 
of  the  current  television  dramas  are  adaptations.  There  is  a  twofold 
reason  for  this:  television's  insatiable  need  for  scripts,  and  the  fact 
that  the  primary  source  is  proven  material.  A  short  story  published 
in  a  national  magazine  has  already  met  the  test  of  popular  approval. 
A  successful  play  or  novel  has  won  the  plaudits  of  a  large  audience. 
The  word  "large"  is  used  here  only  in  a  relative  sense.  A  hit  play, 
running  for  a  year  on  Broadway,  might  be  seen  by  an  estimated 
quarter  of  a  million  people.  This  is  the  proverbial  drop  of  water 
compared  to  the  oceanic  size  of  the  audience  viewing  a  highly  rated 
television  program.  It  is  obvious,  therefore,  that  even  the  most  suc- 
cessful stories,  plays  or  novels  will  have  been  read  or  seen  by  only  a 
comparative  minority  of  the  television  audience.  Therefore,  most 
adaptations  are,  for  all  intents  and  purposes,  new  material  to  the 
vast  majority  of  viewers. 


Literary  rights 

For  the  profes- 
sional, adaptations  are  an  added  source  of  income;  for  the  beginning 
writer,  they  are  excellent  exercises.    This  statement  is  not  meant  to 
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be  facetious.  Most  TV  adaptations  are  written  on  assignment.  The 
producing  agency  or  network  obtains  the  rights  to  a  copyright  work 
and  then  assigns  a  known  writer  to  adapt  the  vehicle.  The  unknown 
dramatist  will  find  it  difficult,  if  not  almost  impossible,  to  obtain  the 
rights  to  any  successfully  published  story.  Prominent  writers  are 
invariably  represented  by  leading  literary  agents  and  they,  in  turn, 
are  constantly  attempting  to  sell  their  clients'  output  to  other  suitable 
media. 

In  the  case  of  public  domain  works,  the  beginner  will  find 
again  that  even  with  such  literary  properties,  the  producers  prefer  to 
work  on  assignment.  However,  since  so  many  adaptations  are  utilized 
on  television,  it  is  of  vital  importance  that  the  neophyte  be  trained 
in  this  phase  of  writing. 

Liberties  of  the  adaptor 

The  question  we 
are  most  frequently  asked  by  students  is:  how  much  liberty  can  be 
taken  in  adapting  a  short  story,  a  novel  or  a  stage  play  to  television? 

It  is  not  a  question  which  can  be  answered  in  one  brief  state- 
ment. At  times,  the  adaptor  may  hew  very  closely  to  the  original. 
At  other  times,  it  may  seem  as  if  only  the  title  remains  of  the  original. 
On  the  surface,  there  would  appear  to  be  little  point  in  a  producer 
purchasing  a  story  and  then  having  an  adaptor  turn  in  a  play  which 
had  little  or  no  resemblance  to  the  original.  Presumably,  the  story 
property  was  purchased  in  the  first  place  because  it  had  appealed  to 
many  readers.  Since  radio  and  television  are  mass  media,  rights  for 
short  stories  are  generally  purchased  from  the  mass  circulation  maga- 
zines; novels  are  chosen  from  the  ranks  of  best  sellers,  and  plays  from 
former  Broadway  hits. 

Nevertheless,  the  requirements  of  the  broadcast  media  are  such 
that  it  takes  an  expert  craftsman  to  make  a  skillful  adaptation.  What 
sufficed  for  the  novel  or  the  short  story  may  not  be  valid  for  the 
drama.  The  novelist,  for  example,  may  permit  himself  the  luxury  of 
detailed  descriptions,  of  many  subplots,  of  dozens  of  minor  charac- 
ters, of  many  changes  of  scene.  He  can  write:  "Kenneth  left  his 
office,  walked  swiftly  down  the  hall  and  into  the  waiting  elevator.  In 
the  lobby,  he  stopped  at  the  newsstand  for  his  evening  paper,  glanced 
briefly  at  the  headlines  and  then  went  out  to  the  street.  There  he 
hailed  a  cab  which  made  its  way  tortuously  through  the  rush  hour 
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traffic  to  Grand  Central  Station.  It  was  getting  late  so  he  ran  through 
the  station  and  along  the  platform,  catching  his  train  just  as  it  was 
about  to  depart."  In  these  four  sentences  there  are  seven  changes  of 
scene,  and  these  scenes  would  also  call  for  a  flock  of  extras.  It  is  true 
that  a  filmed  TV  play  could  encompass  all  these  details  by  the  use  of 
stock  clips  and  perhaps  a  couple  of  sets,  but  then  the  element  of  time 
enters,  a  problem  which  does  not  beset  the  novelist.  The  adaptor  is 
always  conscious  of  the  fact  that  he  has  an  arbitrary  time  limit. 

The  art  of  compression 

The  adaptor  must 
make  a  decision  as  to  which  characters  and  which  scenes  of  the  orig- 
inal story  he  will  retain.  Christopher  Isherwood,  commenting  in 
Variety  on  his  adaptation  of  the  Romain  Rolland  novel,  ]ean 
Christophe,  for  the  films,  stated  that  where  two  or  more  characters 
exerted  the  same  kind  of  influence  on  Christophe,  they  could  be 
fused  into  one  character.  Also,  he  went  on,  with  some  levity, 
"Romain  Rolland  in  his  novel  creates  enough  romantic  female  char- 
acters to  stock  a  harem.    We  have  limited  ourselves  to  four." 

You  will  find,  therefore,  that  in  adapting  many  short  stories 
and  novels,  you  will  have  to  fuse  two  or  more  characters  into  one. 
The  novelist  may  bring  in  a  minor  character,  for  a  chapter  or  two, 
who  has  some  bearing  on  the  main  plot.  In  another  chapter,  a 
different  character  assists  in  the  progression  of  the  story.  It  is  possi- 
ble for  the  adaptor  to  assign  both  actions  to  the  same  person. 

In  the  matter  of  scenes,  an  adaptation  for  a  live  TV  play  will 
face  more  difficulties  than  preparing  an  adaptation  for  filming. 
There  is  a  limit  in  the  number  and  the  expanse  of  sets  for  the  live 
production.  Again,  it  will  be  necessary  to  combine  several  scenes 
into  one,  much  in  the  manner  of  fusing  characters.  Two  vital 
actions  occurring  in  different  scenes  may  be  transposed  to  one  scene. 

In  the  novel  or  the  full-length  stage  play,  there  are  usually  one 
or  more  subplots.  If  the  adaptation  is  to  be  a  half-hour  video  or 
radio  play,  the  subplots,  almost  always,  will  have  to  be  eliminated. 
For  the  hour  or  90-minute  adaptation,  a  subplot  may  be  included. 

The  half-hour  adaptation  will  begin  practically  at  the  climax 
of  the  story  to  be  adapted.  The  novel  can  open  with  a  lengthy 
description  of  the  protagonist,  can  delve  deeply  into  his  ancestry, 
can  probe  into  his  every  thought.    There  is  no  time  for  these  ex- 
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cursions  in  the  half-hour  or  even  the  hour  video  drama.  But  the 
video  dramatist  does  have  the  advantage  of  the  visual.  Where  the 
novelist  may  take  many  paragraphs  to  describe  the  physical  appear- 
ance and  the  dress  of  a  character,  the  dramatist  has  the  actor  and 
his  costume. 

It  is  generally  simpler  to  adapt  the  stage  play  to  television  than 
the  novel  or  short  story.  The  stage  play  is  written  in  dialogue  so 
that  it  may  be  possible  to  use  much  of  the  original,  and  since  the 
stage  play  is  visual,  much  of  the  action  and  business  may  also  be 
incorporated  in  the  adaptation.  Radio  presents  more  of  a  problem 
because  the  adaptor  may  have  to  rewrite  a  good  deal  of  the  dialogue 
to  compensate  for  the  visual  action.  In  either  case,  the  arbitrary  time 
limits  of  the  broadcast  media  make  compression  essential. 

The  novel  or  the  short  story  may  have  a  minimum  of  dialogue 
with  much  of  the  prose  devoted  to  the  thought  processes  of  the 
characters.  The  adaptor  must  translate  thought  into  action.  This 
can  be  done  through  dialogue,  by  having  the  character  express  his 
thoughts,  in  a  conversational  give  and  take,  to  another  character, 
assuming  that  the  thought  passages  you  have  chosen  are  essential  to 
the  play's  progression.  It  may  be  possible  also  to  translate  the  thought 
process  into  visual  action. 

Outlines 

The  suggestion  has 
been  offered  by  many  instructors,  and  it  is  a  valuable  one,  that  the 
adaptor  make  a  scene-by-scene  outline  of  the  story.  This  skeleton  of 
the  novel,  play  or  short  story  will  enable  the  adaptor  to  view  with 
more  clarity  the  underlying  structure  of  the  work.  He  can  then 
more  readily  make  a  decision  as  to  which  scenes  or  characters  may 
be  combined  or  eliminated,  and,  most  important,  whether  he  is  to 
follow  the  original  story  line  faithfully  or  incorporate  any  major 
changes. 

So  much  then  for  the  generalities.  Let  us  now  examine  a 
specific  instance,  an  adaptation  for  television. 

"Dr.   Jekyll   and   Mr.   Hyde" 

The  classic  tale  of 
"Dr.  Jekyll  and  Mr.  Hyde,"  by  Robert  Louis  Stevenson,  lends  itself 
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admirably  to  dramatization.  The  fact  is,  it  has  been  dramatized  for 
both  stage  and  screen  and  recently  a  very  fine  adaptation  was  made 
of  the  story  by  Robert  Esson  for  NBC's  "Matinee  Theater."  By 
comparing  the  original  Stevenson  story  with  the  Esson  adaptation, 
we  will  achieve  a  very  practical  lesson. 

It  must  be  noted,  first  of  all,  that  the  adaptor  was  faced  not  only 
with  the  task  of  turning  a  prose  story  into  a  drama  but  also  that  he 
had  to  meet  the  unique  requirements  of  "Matinee  Theater."  Some 
of  these  requirements  we  have  mentioned  previously,  but  they  will 
bear  repeating:  the  cast  to  number  a  maximum  of  eight,  the  play  to 
open  with  a  teaser  of  about  a  minute  and  a  half  in  length,  the  scenes 
planned  so  that  they  fit  into  the  cameo  technique,  the  drama  to  be 
divided  into  three  acts  and  to  run  some  47  minutes. 

There  was  no  problem  here  of  literary  rights  since  the  story  is 
in  the  public  domain.  We  might  suggest  that  if  you  have  never 
read  "Dr.  Jekyll  and  Mr.  Hyde,"  you  ought  to  do  so.  It  is  a  very 
compelling  story  and  it  is  one  you  are  not  likely  to  forget.  You  might 
term  it  a  long  short  story.  In  some  editions,  it  runs  to  65  pages. 
Perhaps  it  might  be  classified  as  a  novelette. 

Robert  Esson's  adaptation  of  the  Stevenson  classic  answers 
very  thoroughly  the  question  of  how  much  liberty  the  adaptor  may 
take  with  the  original  story.  The  basic  Jekyll-Hyde  transformation 
has  remained,  of  course,  in  the  adaptation,  but  beyond  that  it  is 
largely  Esson's  story. 

Many  of  the  major  and  minor  characters  are  omitted  including 
Dr.  Lanyon,  Jekyll's  colleague,  and  Richard  Enfield,  close  friend  of 
Utterson,  who  is  Dr.  Jekyll's  lawyer.  The  characters  appearing  in 
the  adaptation  are  as  follows:  Dr.  Henry  Jekyll,  Polly  Bannon, 
Utterson,  Peter,  Mr.  Hyde,  a  double  for  Polly,  and  Poole,  the  butler. 
There  is  no  Polly  Bannon  or  Peter  in  the  original  story.  These 
characters  are  the  invention  of  the  adaptor. 

Presumably  the  introduction  of  Polly  Bannon,  a  dancer,  as  a 
major  character,  was  to  lend  romantic  interest  which  the  original 
story  lacked.  The  "Matinee  Theater"  audience,  being  composed 
almost  entirely  of  women,  would  be  more  favorably  inclined,  it  is  as- 
sumed, to  a  drama  which  had  a  feminine  lead  as  well  as  a  male  lead. 

The  adaptation  opens  with  a  teaser  sequence  which  shows 
Peter,  a  stage  doorman,  warning  Polly  that  it  is  not  safe  for  her  to 
go  home  alone.  A  fearsome,  ugly  man  has  been  waiting  for  her  at 
the  stage  door,  but  Peter  has  sent  him  away.    However,  Polly  insists 
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on  going  home  alone.  She  is  not  afraid.  At  the  close  of  the  teaser, 
we  see  the  wheel  of  a  carriage  and  from  behind  a  curtain  Mr.  Hyde 
peers  out  ominously.  This  teaser  sequence,  with  its  presentiment 
of  danger,  is  bound  to  hold  our  interest.  The  commercial  follows 
this  scene  and  then  the  first  act  begins.  In  this  act,  Polly  is  dis- 
covered lying  in  the  street.  Her  ankle  is  broken.  Mr.  Hyde's  carriage 
has  deliberately  run  over  her.  Dr.  Jekyll  appears,  seemingly  out  of 
nowhere,  and  takes  her  to  his  office  to  treat  the  broken  ankle.  This 
begins  a  strange,  romantic  interlude. 

Now,  it  is  possible  that  the  introduction  of  Polly  Bannon  and 
the  accident  was  a  complete  invention  of  the  adaptor.  However, 
there  is  a  scene  in  the  original  story  in  which  Mr.  Hyde  on  one  of 
his  nocturnal  adventures  jostles  a  young  girl  and  then  steps  on  her 
cruelly  as  she  falls  to  the  ground.  This  scene  may  have  inspired  the 
Polly  Bannon  episode. 

We  have  spoken  of  the  necessity  for  the  adaptor  to  combine 
characters  and  scenes.  This  Robert  Esson  has  achieved  very  effec- 
tively. In  the  original  story,  Edward  Hyde  murders  Sir  Danvers 
Carew,  a  member  of  Parliament.  But  in  the  adaptation,  it  is  Utter- 
son,  the  lawyer,  who  is  murdered.  Utterson  is  absolutely  essential  to 
the  story.  Therefore,  the  same  end  is  achieved,  that  of  having  Hyde 
commit  the  ultimate  crime,  but  an  extra  character  and  an  extra  scene 
is  eliminated.  Utterson  actually  serves  a  threefold  purpose  in  the 
adaptation.  In  the  Stevenson  story,  it  is  Dr.  Lanyon  who  first  wit- 
nesses the  Jekyll-Hyde  transformation.  We  learn  of  this  episode  only 
from  a  letter  left  by  Dr.  Lanyon  in  which  he  describes  his  emotions  on 
seeing  the  metamorphosis.  But  in  the  adaptation,  it  is  Utterson  who 
is  the  spectator  at  this  most  horrifying  transformation.  This  is  trans- 
lating thought  into  action.  The  scene  where  Utterson  discovers  the 
good  Dr.  Jekyll  changing  to  the  evil  Mr.  Hyde  is  the  curtain  scene  for 
Act  One,  a  very  powerful  curtain. 

Almost  all  of  the  "Matinee  Theater"  plays  are  presented  live. 
This  posed  somewhat  of  a  problem  in  respect  to  the  transformation 
scenes.  If  the  play  were  on  film,  Jekyll  and  Hyde  could  readily  be 
played  by  the  same  character.  Here,  Jekyll  and  Hyde  are  played  by 
two  different  actors.  This  is  acceptable  because  Hyde  in  physical 
appearance  is  completely  different  from  Jekyll.  Note  how  the  trans- 
formation sequence  is  accomplished  by  the  use  of  a  duplicate  set 
in  this  first  act  curtain  scene,  where  Utterson  has  come  to  the  doctor's 
laboratory  looking  for  Edward  Hyde. 
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Dissolve  to laboratory 

(Sound:    door  opened   slowly.) 

(Light   strikes  chemical  apparatus.) 

(Utterson  moves  in,   turns   up  lamp  and  looks  around 

HIM.) 

Utterson:     Mr.     Hyde  —  Are    you    here,     sir?      (crosses   to 

corner)   Mr.  Hyde. 

(He  turns  as:) 

(Sound:  door  is  slammed  —  far  back  —  footsteps  hurry 

IN.) 

(Henry  enters,  moves  to  a  shelf  in  cabinet,  fills  his 
vial  from  a  great  dark  bottle  and  crosses  to  desk,  hold- 
ing hand  to  his  throat.) 
Utterson   (frightened):    Henry! 
Henry  (whirls):   What  are  you  doing  here? 
Utterson:  Are  you  in  pain?   What's  wrong  with  you? 
Henry:  Get  out!   Get  out  of  here!    (at  his  gesture,  vial  falls 

FROM  HIS  HAND  BEYOND  DESK)  No  —  (HE  BOWS  HEAD  TO 
DESK  AND  HIS  HANDS  WRITHE  OUT  TO  ITS  EDGE)   No  

Utterson  :  Is  it  something  you  need? 

(Cut  to:   floor  below  —  duplicate  —  desk  and  another 

vial,  smashed,  liquid  spilled.) 
Utterson:  I'll  get  it  for  you.    (enters  to  kneel)  Is  there  more? 

This  is  gone.    Can  I  get  you  more?    Tell  me  where  —  (he 

looks    over    desk    and    his    eyes    grow    wide)    Henry. 

What's  happening  to  you? 
(Music:    strong.) 
(Pull  back  to  include  gnarled  hands  grasping  the  desk 

edge  and  then  mr.  hyde,  lifting  his  head.) 
Utterson   (in  horror):    Henry —  ! 

Dissolve  to commercial 

The  device  of  a  double  for  Polly  is  utilized  where  Polly  is  to 
make  the  horrendous  discovery  that  Jekyll  and  Hyde  are  one.  Henry 
Jekyll  and  she  have  been  discussing  the  imprisonment  of  an  old  man 
for  the  murder  of  Utterson.  Polly  believes  the  old  man  is  not  the 
criminal. 

Henry:  You  were  ready  to  have  them  pick  up  Hyde  for  the  way  he 
looks.    This  other  man  has  been  identified. 
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Polly:  It  frightens  me,  somehow.  Someone  else,  on  so  little  evi- 
dence, he'll  die. 

Henry  (tighter  close-up,  cutting  out  polly)  :  And  then 
it  will  be  over.    Finally.    For  good. 

(He  crosses  to  another  couch,  where  double  for  Polly 
sits,  back  to  camera,  only  her  hair  and  shoulders 

SEEN.) 

Henry  (facing  her,  and  camera)  :  I  don't  want  us  to  wait 
through  the  ugliness  of  a  trial  and  hanging.  They've  found 
the  killer.  You'll  marry  me  now,  if  you  love  me.  You'll  leave 
with  me  now  and  help  me  forget  this  thing.    Do  you  love  me? 

(Double  for  Polly  hesitates,  then  lifts  her  arms  to 
embrace  him  and  draw  his  face  to  her  own.) 

(Cut  to:  tight  close-up  —  Polly) 

(On  ORIGINAL  COUCH,  HYDE  IN  HER  ARMS  NOW,  HIS  BACK  TO 
CAMERA.) 

Polly:  You  know  the  answer.  I  will  help  you.  We'll  travel  to  the 
sunlight  and  water,  if  that's  what  you  want.  We'll  marry 
whenever  you  say.  (drawing  back  to  kiss  him)  Our  lives 
can  begin  now  —  together. 

(Her  jaw  falls,    eyes  widen,    paralyzed,   she   recoils.) 

(Music:    strong) 

(Hyde  turns  into  camera,  lifting  hands  to  his  face,  he 
reaches  out  to  Polly,  who  backs  away.) 

(He  runs   from  room.) 

(Camera  moves  in  to  Polly,  who  stays  frozen  for  a  mo- 
ment, then  gives  in  to  the  scream  she's  been  hold- 
ing.) 

Dissolve  to commercial 

We  have  a  powerful  crisis  to  end  Act  Two,  a  sequence,  by  the 
way,  which  is  not  present  in  the  original  story  since,  as  we  stated, 
the  love  motif  is  not  part  of  Stevenson's  tale.  Act  Three  is  also 
largely  the  invention  of  the  adaptor.  In  the  original  story,  Dr.  Jekyll 
realizes  that  he  must  take  the  restorative  potion  more  often  now  to 
transform  himself  from  Hyde,  his  evil  self,  to  Jekyll.  A  dreadful 
situation  has  arisen  since  the  doctor  finds  himself  turning  into  Hyde 
now  without  any  use  of  the  evil-inducing  potion.  Hyde  is  being 
hunted  by  the  police  for  the  murder  of  Carew.  The  doctor  locks 
himself  in  his  laboratory  and  communicates  with  his  butler,  Poole, 
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only  by  messages.  Most  of  these  messages  are  requests  for  a  certain 
chemical  which  is  now  unavailable.  When  Poole  and  Utterson  break 
open  the  laboratory  door,  on  the  assumption  that  Dr.  Jekyll  has  been 
murdered,  they  discover  instead  the  dead  body  of  Mr.  Hyde,  who  has 
committed  suicide.  A  letter  left  by  Henry  Jekyll  explains  the  mystery 
and  reveals  the  tragic  details. 

The  adaptation  has  Polly  and  the  butler,  Poole,  hunting  for 
Edward  Hyde  who  has  fled  the  Jekyll  residence.  Polly  knows  she  is 
actually  hunting  for  Dr.  Jekyll.  She  finds  Hyde  at  the  waterfront 
and  faces  him  bravely  even  as  he  attempts  to  strangle  her.  She  tells 
him  that  she  has  full  faith  that  love  can  conquer  evil.  She  is  willing 
to  die  for  that  faith.  As  she  makes  this  statement,  Hyde  is  trans- 
formed into  Jekyll.  At  the  close  of  the  play,  Henry  Jekyll  gives  him- 
self up  to  the  police. 

Adaptor  Robert  Esson  has  also  introduced  a  new  concept  to 
the  "Strange  Case  of  Dr.  Jekyll  and  Mr.  Hyde":  that  of  love  conquer- 
ing evil.  The  original  story  was  a  study  in  schizophrenia,  Stevenson 
advancing  the  theory  that  man  is  two  selves :  good  and  evil,  and  that 
once  evil  is  given  a  foothold,  it  will  destroy  the  good  in  us. 

The  revelations  in  the  Stevenson  story  are  handled  in  a  passive 
manner,  that  is,  by  the  device  of  Jekyll  and  Lanyon  leaving  letters 
explaining  the  transformations.  In  the  TV  play,  the  revelations 
come  about  actively  with  both  Utterson  and  Polly  actually  witness- 
ing the  changes,  and  Jekyll  explaining  the  metamorphosis  directly 
to  Utterson. 

The  task  of  the  adaptor,  then,  is  not  a  simple  one.  True,  he 
has  a  basic  story,  an  imaginative  theme  to  begin  with.  But  more 
often  than  not,  he  has  to  call  upon  his  own  inventiveness,  to  a  great 
degree,  as  Robert  Esson  did.  He  has  to  be  able  to  make  important 
decisions  as  to  what  to  keep  and  what  to  eliminate.  And  as  a  crafts- 
man, he  has  to  be  able  to  tailor  his  work  to  meet  the  requirements  of 
a  very  exacting  taskmaster:  the  television  drama. 


THE     DRAMA  294 


The  series  plays 


17 


an 

OE 


Slowly  at  first  and 
then  very  rapidly,  television  enticed  into  its  own  more  lucrative  air- 
waves most  of  the  successful  radio  presentations.  These  included 
the  Series  Plays:  Situation  Comedies,  Mysteries,  Westerns,  Science 
Fiction,  Adventure,  and  so  on.  Some  of  the  stalwarts  of  radio  be- 
came mainstays  of  the  new  medium.  But  television  soon  bred  its 
own  creations,  a  multitude  of  them.  Many  of  them  stayed  but  a 
season.    Some  of  them  appeared  destined  to  run  unto  eternity. 

Undoubtedly  the  series  programs  are  highly  popular,  yet  so 
fickle  is  the  taste  and  the  loyalty  of  the  viewer  that  if  we  were  to 
mention  a  dozen  or  so  series  plays  on  this  page,  it  is  altogether  possi- 
ble that  half  of  them  might  not  be  on  the  air  by  the  time  this  book 
reaches  the  reader. 

Nevertheless,  for  the  writer,  the  series  play  offers  a  highly 
lucrative  field.  Sometimes  no  more  than  one  or  two  writers  may  be 
assigned  to  a  weekly  series  and  for  at  least  thirty-nine  weeks  during 
the  year,  these  writers  may  be  assured  of  an  excellent  income,  espe- 
cially if  the  series  is  as  successful  and  long  running  as  "I  Love 
Lucy."  Some  writers  develop  a  TV  series  of  their  own  and  sell  it  as 
a  package  so  that  they  actually  become  entrepreneurs  and  derive  an 
additional  profit  from  their  share  in  the  program. 

Almost  all  series  plays  are  filmed  and  by  far  the  majority  of 
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them  are  Hollywood  productions.  These  film  series  may  be  fairly 
economical  or  very  expensive.  Costume  dramas  shot  on  location  with 
large  casts  require  vast  budgets.  On  the  other  hand,  family  situation 
comedies  may  use  the  same  sets  continually  and  confine  most  of 
their  shooting  to  interiors.  Filming  the  plays  also  permits  setting  up 
a  backlog  which  would  take  care  of  any  unforeseen  emergency  such 
as  the  illness  of  the  star. 

Rather  than  spend  much  time  on  generalities  regarding  the 
series  plays,  we  will  explore  several  specific  types  with  script  illustra- 
tions. We  believe,  in  that  way,  we  will  be  able  to  give  you  a  better 
insight  into  this  phase  of  television  writing.  Permit  us,  however,  to 
offer  one  sweeping  generality:  the  series  plays  revolve  about  the  same 
character  or  characters  who  appear  in  each  episode,  and  the  success 
of  a  series  depends  on  the  degree  of  acceptability  of  the  character 
or  characters  by  the  home  audience. 

One  more  point:  there  are  some  programs  on  the  air  which 
may  appear  to  be  of  the  series  type  but  are  more  properly  classed  as 
anthologies.  The  two  Ziv  produced  programs  "West  Point"  and 
"Annapolis,"  for  example,  use  the  same  historic  locale  every  week  but 
each  story  presents  different  characters. 

The  anthologies  generally  employ  many  different  writers  or 
buy  scripts  on  the  free  lance  market  whereas  the  series  plays  usually 
have  the  same  writer  or  a  small  stable  of  writers  preparing  scripts. 
However,  the  anthologies  and  the  series  do  have  one  element  in 
common :  both  present  a  different  and  complete  play  each  week. 


THE    SITUATION    COMEDY 

Situation  comedies 
were  highly  successful  on  radio  and  are  equally  so  on  television. 
There  are  many  readily  apparent  reasons  for  their  success.  Situation 
comedies,  when  well  written,  are  highly  entertaining,  wholesome 
and  relaxing,  and  often  mirror  some  of  the  common  problems  or 
obvious  absurdities  of  our  daily  living. 

Most  of  the  top  rated  situation  comedies  tend  to  be  of  the 
"family"  type:  "Father  Knows  Best,"  "I  Love  Lucy,"  "Ozzie  and 
Harriet,"  "Life  of  Riley,"  "Mama."  There  are  others  written  around 
a  central  character  such  as  "Private  Secretary,"  "December  Bride," 
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"Our  Miss  Brooks."  A  minority  fall  into  the  miscellaneous  category: 
"It's  a  Great  Life,"  "The  Brothers."  From  the  long-run  aspect,  the 
family  series  appears  to  have  the  edge. 

There  are  variations  of  appeal  within  the  same  category.  "I 
Love  Lucy"  engenders  hilarity,  has  no  compunctions  about  employ- 
ing slapstick  and  its  emphasis  is  on  farce  rather  than  comedy.  Lucille 
Ball  is  a  delightful  comedienne  and  Desi  Arnaz  an  excellent  foil. 
Their  antics  have  amused  countless  millions  for  many  years.  The 
farcical  approach  necessitates  fast  pacing  and  anyone  who  has 
viewed  an  "I  Love  Lucy"  program  must  be  aware  of  the  constant 
rapidity  of  movement,  the  flow  of  gags  and  puns  and  the  vaudeville 
type  of  situation.  There  is  no  attempt  at  any  verisimilitude.  The 
humor  is  broad  and  guaranteed  for  merriment. 

Any  potential  situation  comedy  writer  must  be  conscious  of 
facing  a  constant  challenge  to  turn  out  a  mirth-provoking  play  week 
after  week.  The  ability  to  do  this  will  insure  a  steady  and  rather 
lucrative  future  for  the  writer.  It  is  a  most  difficult  task,  as  witness 
the  many  situation  comedies  which  rise  and  shine  for  a  brief  span 
only  to  find  their  ratings  suddenly  fallen  to  low  estate  and  their 
sponsors  grown  apathetic. 

Although  "I  Love  Lucy"  and  "Father  Knows  Best"  are  both 
situation  comedies  using  the  family  as  a  nucleus,  their  approach 
differs  considerably.  "Father  Knows  Best"  relies  on  familiar  situa- 
tions, family  problems  recognizable  to  the  majority  of  viewers.  It  is 
comedy  and  not  farce  and  there  is  a  good  deal  of  verisimilitude.  The 
family  is  typical:  Jim  Anderson,  an  insurance  broker,  played  by 
Robert  Young,  his  wife,  Margaret,  played  by  Jane  Wyatt,  and  their 
three  children,  Betty  and  Bud,  who  are  teenagers  and  Kathy,  who's 
a  bit  younger.  The  Andersons  would  find  their  counterpart  in  almost 
any  fair-sized  city. 


"Father  Knows  Best"  —  a   typical   episode 

"Spaghetti  for  Mar- 
garet," written  by  Roswell  Rogers,  is  a  typical  episode  in  the  life  of 
the  Andersons.  It  opens  breezily,  good-humoredly  and  sets  up  a 
seemingly  unimportant  incident  which  eventually  proves  the  key  to 
the  resolution  of  the  play. 
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"SPAGHETTI    FOR    MARGARET" 

Fade  in: 

Int.  kitchen  —  day 

Close  shot     Margaret     (patio  door  in  bg) 

She  has  on  rubber  gloves  and  is  cleaning  the  stove,  as 

the  patio  door  flies  open,  and  bud  barges  in,  causing 

Margaret  to  cringe  in  fear  of  her  life,    he  is  waving  a 

small  card. 

Bud:   Hey,  mom!    Guess  what,  mom!    You  —  you  are  a  winner! 

An  E-flat,  gold-plated,  souped-up  winner! 
Margaret:    I  am?    Winner  of  what? 
Bud:   Winner  of  what,  she  says.    Mom,  don't  you  remember  the 

chance  I  sold  you  for  a  buck?  You  know,  when  we  were  raising 

money  for  the  Hi-Y,  and  the  merchants  put  up  prizes  and  all 

that? 
Margaret:   Oh,  yes  .   .   .  that. 
Bud:   Yes,  that.    And  today  we  had  the  drawing,  and  you  —  oh 

little  gray  haired  mother  of  mine  —  you  are  a  big,  fat  winner! 
Margaret:  You  mean  I  actually  won  that  television  set? 
Bud:  Oh  no,  that  was  first  prize. 
Margaret:  Oh.    W7ell  what  was  the  second  prize? 
Bud:  Second  prize  was  a  hickory-smoked,  sugar-baked  Virginia  ham! 
Margaret:   Oh,  really?! 
Bud:    But    you    didn't   win    that    either.     You    got    the    thirteenth 

prize. 
Margaret:    Thirteenth? 
Bud:   And  here's  the  little  beauty  right  here,    (shows  her  the 

card)   A   spaghetti  feed  for  one  at  Lazarro's  Pizza   House. 

Pretty  cool,  huh? 
Margaret  (taking  card)  :  Downright  freezing. 
Bud:  And  look  —  not  just  once  can  you  go  there,  but  every  week! 

See  —  fifty -two  free  feeds!    How  about  that?    I  guess  you're 

just  luckv,  huh,  mom? 
Margaret:    I  guess  so. 

Bud  (leaving):  I'm  gonna  call  dad.    Tell  him  your  good  news. 
Margaret:  Oh  no,  don't  bother  your  father  at  work. 
Bud  (halting):  Listen,  he'll  be  glad  to  be  bothered  with  news  like 

this.    Think  how  comforting  it'll  be  to  know  that  even  if  he 
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goes  broke,  his  little  wife  can  eat  free  spaghetti  for  the  next 
fifty-two  weeks! 
Bud  exits.    Margaret  looks  at  the  card,  shakes  her  head 
in  amazement.     she   folds  it  and  tosses   it  in   the 
wastebasket  under  the  sink. 

The  scene  shifts  to  the  office  of  Jim  Anderson  who  is  seen 
handing  an  insurance  loan  application  and  some  money  to  an  elderly 
man,  carrying  an  old  frayed  briefcase.  This  is  Harper  Eames,  who 
used  to  be  Jim's  teacher  in  grammar  school  but  is  now  evidently 
destitute.  Mr.  Eames  has  illusions  of  being  a  famous  author  and 
dreams  that  some  day  a  great  banquet  will  be  held  in  his  honor. 
When  Eames  leaves,  Jim  tears  up  the  loan  application  and  we 
discover  that  this  bit  of  kindly  deception  has  been  going  on  for 
some  time.  This  exposition  comes  to  us  from  Miss  Thomas,  Jim's 
secretary. 

Miss  Thomas:  I  know  it's  none  of  my  business,  Mister  Anderson, 
but  how  much  longer  are  you  going  to  go  on  financing  that  old 
—  What  I  don't  understand  is  how  he  has  enough  nerve  to 
keep  coming  in  here,  pretending  to  borrow  money  on  an 
insurance  policy  that  lapsed  at  least  sixteen  years  ago. 

Jim  (takes  desk  pen)  :  Oh,  don't  be  so  hard  on  old  Harper  Eames. 
He's  not  a  bad  sort.  He  never  could  bring  himself  to  walk  in 
here  and  say,  "Look,  I'm  broke  and  hungry;  I  need  some 
money."  But  this  way  —  well,  it  keeps  his  dignity  intact.  In 
his  mind,  it  keeps  him  honest. 

Miss  Thomas   (snorts):    Honest! 

Jim:  He  doesn't  do  any  harm  with  his  illusions.  If  he  didn't  keep 
on  thinking  his  book  —  which  he's  been  writing  for  thirty 
years  —  would  be  published,  and  that  some  day  the  town 
would  honor  him  with  a  banquet,  —  what  would  he  have? 
(tries  to  sign  letter,  but  pen  won't  work)  Oh,  this 
thing!     Always  out  of  ink.     (puts   it  aside,   reaches   in 

POCKET  FOR  FOUNTAIN  PEN,  BUT  NOT  THERE )  Now  what 

did  I  do  with  that  pen? 
Miss  Thomas:  Probably  Mister  Eames  stole  it. 
Jim   (feeling  around  on  desk):    Oh  no,  he'd  never  do  a  — 

(suddenly  remembers)  By  George,  he  did  borrow  it  .  .  . 
He  looks  on  floor  where  Eames  was  sitting,  then  up  at 
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Miss  Thomas,  who  has  an  i-told-you-so  look  on  her 

FACE. 

Jim:  But  he  didn't  steal  it! 

She  stares  at  him  a  moment,  then  heads  for  the  door. 

Miss  Thomas:  I'll  get  some  ink  for  your  desk  pen  .  .  .  which  you'll 

have  to  use  until  your  fountain  pen  turns  up  ...  at  some  pawn 

shop. 

She  exits.    Jim  sits  there,  staring  off  thoughtfully,  as 

we: 

Fade  out. 
First  Commercial 

The  discovery  of  the  missing  pen  is  a  minor  crisis  and  brings 
down  the  curtain  for  the  first  commercial.  "Father  Knows  Best,"  as 
we  can  see,  opens  with  a  dramatic  sequence  rather  than  a  com- 
mercial.  This  is  calculated  to  capture  immediate  audience  attention. 

Scene  Three  finds  us  back  in  the  Anderson  home  and  we  dis- 
cover another  part  of  the  plot  taking  shape.  At  first,  like  the  prize- 
winning  ticket,  it  appears  to  have  no  direct  bearing  on  the  basic 
plot.  Kathy,  the  youngest  of  the  Andersons,  comes  home  from 
school  in  a  fret.  She  had  been  unaware  of  a  rip  in  the  back  of  her 
dress  and  when  she  stepped  to  the  blackboard,  the  class  laughed  at 
her.  Her  discomfiture  wasn't  alleviated  by  the  fact  that  on  her  way 
back  to  her  seat,  she  tripped  and  fell  sprawling  to  the  floor.  She 
believes  herself  now  the  laughing  stock  of  the  school  and  she  wants 
to  do  something  heroic  to  save  her  face. 

Kathy:  Oh,  I  wish  I  could  do  something  to  show  'em!  I  wish  I 
could  swim  nine  miles  out  in  the  ocean  and  save  five  people 
from  drowning  and  get  my  name  in  all  the  newspapers! 

Betty:  What  good  would  that  do? 

Kathy:  That'd  show  'em!  Make  'em  sorry  they  ever  laughed  at 
me.  I  wish  there  was  a  parade  and  the  mayor'd  ask  me  to  lead 
it  on  a  white  horse,  and  all  those  little  smart  alecs  would  be 
lined  up  watchin'  me  ride  by.  And  I'd  throw  'em  some  cheap 
candy. 

Later,  Kathy  goes  to  answer  the  doorbell.  It  is  Harper  Eames 
coming  to  the  Andersons  to  return  the  pen  he  had  inadvertently  taken 
with  him.  Jim  Anderson  is  on  the  phone  at  the  moment  and  Kathy 
talks  to  Eames  who  tells  her  he  is  a  famous  author,  a  good  friend 
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of  her  daddy's.  What's  more,  he  continues,  a  big  banquet  is  going 
to  be  thrown  in  his  honor  and  he  will  invite  Kathy  as  his  personal 
guest.  This  sequence  has  two  pronounced  effects.  The  return  of 
the  pen  vindicates  Jim's  faith  in  old  Eames  and  the  invitation  to 
Kathy  from  a  "famous"  author  now  gives  her  a  place  in  the  sun. 
Without  further  ado,  Kathy  runs  out  to  tell  her  friends  the  wonder- 
ful news.  Then,  still  agog,  she  returns  home  to  regale  her  parents, 
as  Jim  is  showing  the  pen  triumphantly  to  Margaret. 

Margaret    (surprised):    Eames?     Here?     What's    the    matter, 

didn't  he  get  enough  from  you  at  the  office  today? 
Jim,  smiling  confidently,  shows  her  the  pen. 
Jim:  I  know  very  few  people  who  would  take  the  trouble  to  walk 

clear  across  town  just  to  return  a  little  pen.    Very  few. 
Margaret  is  looking  at  the  pen,  a  little  taken  aback,  as 

the  door  bangs  open  and  kathy  barges  in,  excited. 
Kathy:  Boy,  you  shoulda  seen  Patty  when  I  told  her.    Her  old  eyes 

bugged  out!    At  first  she  wouldn't  believe  I  was  going  to  this 

banquet! 
Margaret:    Banquet?    What  banquet? 
Kathy:    The   banquet   they're    giving   for    the    famous    author  — 

daddy's  friend.    He  invited  me  to  be  his  guest! 
Margaret:   Oh,  no! 
Kathy:  Boy,  this  is  the  greatest  thing  that  ever  happened  to  me! 

And  just  when  I  needed  it  too!    (heads  toward  kitchen) 

Hey,  Betty!    Betty!    Guess  what! 
Margaret  turns  toward  Jim,  looks  at  him  accusingly,   he 

has  no  answer  for  her. 

Fade  out. 
Middle  Commercial 

And  so  the  first  act  ends  with  a  big  crisis.  Certainly,  not  an 
earth  shaking  crisis.  There  never  is  one  in  a  situation  comedy.  But 
it  is  a  crisis  all  the  same  and  it  keeps  us  tuned  in  to  discover  the 
outcome. 

The  second  act  opens  with  Kathy  relaying  the  news  about  the 
banquet  to  more  and  more  of  her  friends.  Naturally  enough,  Jim 
and  Margaret  are  now  worried  about  the  snowballing  situation.  Bud 
enters  while  his  father  and  mother  are  debating  the  situation  and 
this  leads  to  an  important  facet  of  the  plot. 

During  Margaret's  speech,  Bud  drifts  into  the  scene. 
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Bud:  What  about  Kathy?    What's  she  been  goofin'  up  now? 

Margaret:  Oh  —  nothing.  Why  don't  you  go  burn  the  trash. 
You've  been  neglecting  that  lately. 

Bud:  Okay,  but  what's  Kathy  — 

Margaret:  Go  burn  the  trash! 

Camera  pans  Bud  to  the  sink  where  he  takes  the  waste- 
basket    FROM    UNDER    IT. 

Bud:  Okay,  okay,  okay.  If  I  wasn't  so  loveable,  witty  and  popular, 
I'd  think  you  were  trying  to  get  rid  of  me. 

He  heads  toward  the  patio  door,  but  then  stops  as  he 
sees  something  in  the  wastebasket.  he  reacts,  then 
takes  the  crumpled  spaghetti  feed  ticket  out  of 
the  basket  and  turns  back  toward  the  others, 
camera  pans  him  back. 

Bud  (continuing)  :  Hey!  Look,  mom!  Your  free  spaghetti  ticket 
got  thrown  in  the  wastebasket!  It's  all  bent  up!  How  do  you 
suppose  that  happened? 

He  hands  it  to  Margaret. 

Margaret:  Oh  —  uh  —  must  have  been  an  accident. 

Bud:  Lucky  thing  I  happened  to  see  it,  eh,  mom? 

Margaret:   Very  lucky. 

Bud:  If  I  hadn't  seen  it,  it  woulda  got  burned  up,  and  then  you 
wouldn't  have  gotten  to  go  to  Lazarro's  Pizza  House  every  week 
for — 

Margaret:   Bud,  go  burn  the  trash! 

Bud:   Okay,  I'm  going,  I'm  going. 

He   exits. 

The  winning  ticket  is  brought  into  focus  again  but  we  are  still 
not  aware  of  its  implications.  Even  if  we  do  begin  to  surmise,  we 
are  confronted  now  by  Kathy's  plight.  A  couple  of  her  friends  have 
thrown  cold  water  on  her  banquet  dreams  by  doubting  that  Eames 
is  a  famous  author.  Margaret  is  also  upset  and  is  angered  at  Eames 
for  having  lied  to  her  daughter.  But  Jim  explains  to  his  wife  what 
Eames'  teaching  meant  to  him. 

Margaret:  All  right  —  there's  no  banquet  —  so  now  let's  talk 
sense.  How  can  we  tell  her  the  truth  without  hurting  her  any 
more  than  she  already  has  been  .  .  . 

Jim  (thoughtfully  as  he  sits  down)  :  I  wonder  what  a 
banquet  would  cost  — ? 
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Margaret:  Oh,  now,  Jim!    Let's  don't  be  ridiculous.    Think  of  all 

the  money  that  old  Harper  has  already  cost  you.    In  fact,  that's 

what's  caused  this  whole  thing. 
Jim:    Huh? 
Margaret:  If  you  hadn't  kept  him  going  all  these  years,  he  would 

have  gotten  a  decent  job  and  stepped  out  of  his  world  of 

illusion. 
Jim  :  Yes,  I  guess  so  .  .  .  But  —  that  would  have  been  no  life  for 

him.    Besides,  I  couldn't  let  him  down. 
Margaret:    Exactly  what  do  you  mean  —  let  him  down?    This 

I've  often  wondered  about. 
Jim:   Well  —  I  don't  know  —  when  I  was  a  kid  in  his  class,  he 

tried  to  make  me  understand  what  the  true  values  of  life  were. 

I  still  remember  the  last  couple  of  lines  of  a  little  poem  he 

taught  me  —  "Of  all  best  things  upon  earth,  I  hold  that  a 

faithful  friend  is  the  best." 
Betty  (wryly)  :   That's  a  far  cry  from  "Eames,  Eames,  full  of 

beans  ..." 
Margaret:  And  I  think  it's  been  a  fairly  one-sided  friendship,  too. 
Jim:  No,  it  hasn't.    I  remember  days  in  college  when  I  didn't  think 

I  was  going  to  make  it.   You  know  what  kept  me  going?   It  was 

things  old   Harper  had   taught  me.     (pause)   And  when   I 

opened  the  insurance  office,  and  there  were  some  pretty  black 

days,  it  was  thoughts  Harper  had  given  me  that  helped  me 

keep  on  struggling. 

It  is  then  that  Margaret,  who  has  been  nervously  twisting  the 
winning  spaghetti  ticket  in  her  hands,  has  an  inspiration.  But  she 
refuses  to  tell  Jim  what  she  has  in  mind.  The  next  scene  finds  her 
at  Lazarro's  Pizza  House.  In  a  very  humorous  sequence,  Margaret 
arranges  for  a  remarkable  banquet. 

Margaret:   Now  tell  me,  Mister  Lazarro,  how  many  people  can 

you  serve  here?   At  one  time,  I  mean. 
Lazarro:  Oh  —  forty-five  —  fifty  if  we  squeeze  a  little. 
Margaret:  That's  fine.    Now  here's  what  I  would  like:   I  would 

like  all  my  fifty-two  free  dinners  this  Friday  night. 
Lazarro:  All  right,  fine,  we'll  —  (big  take)  What???   What  you 

say???    All  fifty-two  —  in  one  night? 
Margaret:  That's  right.    It's  to  be  a  sort  of  a  banquet. 

THE     SERIES     PLAYS  303 


Lazarro  (jumping  up,  stabbed  to  the  soul):  No,  no,  no, 
you  got  the  wrong  idea!    One  a  week!   That's  it.    One  a  week! 

Margaret:  The  ticket  doesn't  say  that.  Read  it.  It  just  says  "fifty- 
two  free  spaghetti  feeds." 

Lazarro  tries  to  focus  his  eyes  on  the  ticket  in  his  hand, 
and  what  he  reads  is  pretty  painful  to  him. 

Lazarro:  Well,  this  —  this  —  anybody  knows  this  means  one  a 
week.  Not  all  in  one  —  What  are  you  trying  to  do?  Bankrupt 
me?    Why  don't  you  like  me? 

Margaret:  I  like  you  fine.  Now,  I  wonder  if  you  could  put  several 
tables  together  —  (indicates)  say,  right  over  there  — 

Lazarro  slumps  down  in  his  chair,  defeated. 

Lazarro:  Signora,  I  don't  think  you're  gonna  like  it  here.  My 
spaghetti  is  —  just  — 

He  shrugs,  gestures  to  indicate  his  spaghetti  is  not  so 
hot. 

Lazarro  (continuing):   It's  miserable. 

Margaret:  It'll  be  fine.  And  don't  look  so  glum.  You  may  be 
playing  host  to  some  very  important  people. 

Lazarro:  Important  people.    That  makes  going  broke  better? 

Margaret  (rises,  smiling):  You  won't.  Besides,  you'll  get 
some  publicity  out  of  this  you  couldn't  buy  for  two  hundred 
plates  of  spaghetti.  Thank  you,  Mister  Lazarro.  You've  been 
very  sweet. 

When  Margaret  tells  Jim  what  she  has  done  about  arranging 
for  an  unexpected  banquet,  he  is  joyfully  amazed.  Hurriedly,  in- 
vitations are  extended  but  there  remains  one  significant  problem :  the 
guest  of  honor  cannot  be  found!  When  Bud  suggests  that  his  father 
look  up  Mr.  Eames  in  the  phone  book,  Jim  replies: 

Jim  (laughs):  Phone  book?  The  phone  company  never  heard  of 
Harper  Eames,  famous  author.  He  lives  around  in  little  rooms, 
moving  every  time  the  rent  is  due.  Let's  see  —  Where  would 
I  find  him  —  ? 

The  scene  dissolves  to  the  exterior  of  Lazarro's  Pizza 
House. 

Ext.  sidewalk  in  front  of  Lazarro's  Pizza  House  —  day 

Close   shot     sign  in  window 

This  is  a  bleak,  brick  front  with  an  ancient  sign  declar- 
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ING  THIS  TO  BE  LAZARRO's  PlZZA  HOUSE  ABOVE  A  WOODEN 
DOOR  WITH  HEAVY  IRON  FITTINGS.  BENEATH  THE  ONE 
WINDOW  IS  A  NARROW  WINDOW  BOX  WITH  A  FEW  WEARY 
PLANTS  IN  IT.  CAMERA  HOLDS  ON  CRUDELY  HAND-PRINTED 
SIGN   IN    window: 

WANTED 

extra  waiter 
extra  dishwasher 
friday  night  only 

Camera  pulls  back  to  include  an  old  man  looking  at  the 
sign.  as  he  turns  slightly  we  see  that  it  is  harper 
Eames.  he  thinks  a  moment,  takes  out  coin  purse, 
checks  it;  it's  empty,  he  puts  it  back  in  his  pocket, 
steps  to  the  door  and  goes  inside  the  restaurant. 

So  in  a  poignant,  visual  sequence,  Harper  Eames  applies  for 
the  job  of  dishwasher  and  the  threads  of  the  plot  are  being  tied 
together.  In  the  next  scene,  which  takes  place  at  the  Anderson  home, 
we  have  a  foreshadowing  of  the  resolution. 

Jim:  Oh,  and  here's  something  else.  Dan  Thaw  said  he  was  familiar 
with  Harper's  so-called  book,  and  though  it  rambles  around  it 
has  a  few  good  thoughts.  So  he's  talked  his  newspaper  into 
running  a  little  box  in  the  paper  every  night  under  the  heading 
"Harper  Eames  says."    He'll  even  get  paid  for  it. 

Actually,  this  statement  of  Jim  Anderson's  reveals  that  Harper 
Eames  will  have  a  bright,  though  modest,  future.  It  answers  the 
question  of  what  is  going  to  happen  to  Eames  once  the  banquet  is 
over.  This  will  satisfy  the  demands  of  the  audience  which  is  very 
svmpathetic  to  the  old  man.  However,  if  it  had  been  placed  after 
the  banquet  scene,  it  would  definitely  have  been  anticlimactic,  as 
you  will  see. 

The  final  scene  takes  place  at  Lazarro's  Pizza  House. 

The  guests  arrive  at  the  restaurant  but  the  author  still  cannot 
be  found.  The  dinner  is  held  up,  with  Mr.  Lazarro  becoming  more 
wrathful  by  the  minute.  The  play  is  now  approaching  its  climax. 
Suddenly,  when  the  kitchen  door  opens,  Jim  spies  old  Eames.  He 
corners  Lazarro  and  insists  that  Eames  be  fired.  An  explanation  will 
be  forthcoming,  Jim  promises.    The  restaurant  owner,  already  driven 

THE     SERIES     PLAYS  3Q5 


to  desperation,  complies.  Jim  then  meets  Eames,  as,  saddened  and 
bewildered,  he  leaves  the  restaurant,  and  the  old  man  is  brought 
back  in  triumph. 

Medium  close  shot     Margaret     Betty     Bud  and  Kathy 

They  are  seated  at  the  speaker's  table,  with  two  empty 
chairs  beside  them.  a  waiter  is  serving  the  anti- 
pasto.  Kathy  looks  radiant  and  excited,  the  others 
look  apprehensive.  under  all  this  we  hear  the 
buzz  of  conversation  and  dishes. 

Betty  (whispers  to  Margaret):  What  did  father  mean  — 
He's  almost  here. 

Margaret:  I  don't  know.    I  just  don't  know. 

Suddenly  Kathy's  eyes  light  up  as  she  sees  something  o.s. 

Kathy:  There  he  is!    There  he  is! 

She  stands  up.  all  look  in  that  direction.  Kathy  starts 
applauding. 

Medium    close    shot     Mister   Eames    and    Jim 

Mister  Eames,  carrying  his  hat,  and  Jim,  carrying  the 
briefcase,  walk  forward  past  one  or  two  of  the 
tables,  and  past  the  astounded  lazarro,  camera 
pulling  back.  gradually  the  others  join  in  the 
applause,  which  mounts  in  volume.  music  sneaks  in 
and  builds  to  a  hell  of  a  climax,  as  the  camera 

PLAYS    ON    THE    FACE    OF    MlSTER    EaMES,    WHO    REFLECTS 

all  the  wonderful  realization  of  a  hoped  for  but 
unattainable  moment,  the  sublime  culmination  of 
a  life-long  dream. 

Fade  out. 

After  every  episode  of  "Father  Knows  Best,"  we  are  left  with  a 
heart-warming  feeling.  We  have  smiled  a  good  deal  and  sometimes 
we  have  laughed  outright.  At  the  very  least,  we  spend  a  pleasant 
evening  with  the  Andersons  and  many  times  a  rewarding  one.  The 
stories  are  always  within  the  realm  of  probability  and  the  protago- 
nists are  people  we  can  recognize  and  understand.  Most  important, 
they  are  people  who  win  our  sympathy. 
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THE     CRIME     DRAMA 

We  are  using  the 
term  "crime"  in  an  all-inclusive  sense  to  cover  the  multitude  of  sins, 
at  least  those  permitted  on  the  TV  screen. 

From  time  immemorial,  stories  of  mystery  and  crime  have  held 
a  strange  fascination  for  man  beginning  with  the  most  celebrated 
crime  of  all:  the  slaying  of  Abel  by  Cain.  Crime  abounds  in  the 
plays  of  Shakespeare:  the  murder  of  the  king  by  Macbeth;  the 
children  cruelly  smothered  in  "Richard  the  Third";  Othello  stran- 
gling Desdemona. 

Up  until  the  middle  of  the  nineteenth  century,  the  emphasis  in 
literature  dealing  with  crime  was  on  the  crime  itself  and  seldom 
introduced  the  element  of  detection.  However,  history's  earliest 
detective  was  probably  Daniel  the  Prophet  who  proved  to  an  idol- 
worshipping  king  that  his  pagan  god  did  not  actually  consume  the 
quantity  of  food  offerings  set  before  him.  By  strewing  ashes  in  the 
temple,  Daniel  was  able  to  detect  the  footprints  of  the  priests  and 
their  families  who  came  in  the  dead  of  night  via  an  underground 
passage  to  eat  the  food. 

But  the  detective  in  crime  fiction,  as  we  know  him  today,  was 
the  conception  of  Edgar  Allan  Poe,  whose  Dupin  proved  the  prototype 
of  many  a  latter-day  sleuth.  The  growth  of  the  detective  story  rather 
parallels  the  establishment  of  detective  bureaus  in  the  organization  of 
our  police  departments:  Scotland  Yard  in  England,  the  Surete  in 
France,  our  own  FBI,  and,  of  course,  the  many  efficient  state  and 
city  detective  bureaus. 

Today,  crime  stories  form  an  overwhelming  body  of  our  litera- 
ture. Detective  fiction  readers  are  a  true  cross  section  of  our  popula- 
tion, from  ditch  diggers  to  presidents.  For  some  readers,  it  is  the 
highest  form  of  relaxation;  others  find  mental  stimulation  in  trying 
to  discover  the  culprit  before  the  detective  protagonist  does. 

It  is  no  surprise  then,  that  a  great  many  of  our  television  plays 
fall  into  the  category  of  crime  dramas.  Some  of  them  are  of  the 
anthology  type,  such  as  "Alfred  Hitchcock  Presents."  Many  of  the 
half-hour  or  hour  dramatic  anthologies  present  plays  that  deal  with 
crime.  The  hour  plays,  particularly,  strive  for  full-blown  character- 
izations which  are  the  exception  rather  than  the  rule  in  the  crime 
series. 
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Broadly  speaking,  we  may  classify  the  television  crime  series  in 
three  categories: 

1.  Private  Detective; 

2.  Police  Files; 

3.  Amateur  Sleuth. 

The  first  type  features  the  familiar  "private  eye":  "Richard 
Diamond,"  "Boston  Blackie,"  "Martin  Kane,"  "The  Fat  Man,"  etc. 
These  detectives  are  offspring  of  the  master  "private  eye,"  Sherlock 
Holmes.  We  cannot  say  how  proud  the  old  master  is  of  his  TV 
progeny.  The  fact  is,  Holmes  and  his  omnipresent  Watson  have 
both  invaded  television,  finding  it  a  lucrative  field  for  the  retelling 
of  their  suspenseful  tales.  However,  the  modern  "private  eye," 
assuredly,  is  made  of  much  sterner  stuff,  physically,  than  Holmes. 
Sherlock  often  found  himself  in  tight  spots,  but  could  he  have  with- 
stood the  constant  beatings  of  the  modern  private  detective!  In  each 
episode,  the  "private  eye"  is  invariably  slugged  by  some  blunt  in- 
strument; but  he  bounces  back  the  next  week,  hale  and  hearty, 
completely  indestructible. 

Another  very  popular  form  of  crime  dramas  are  those  whose 
stories  are  culled  from  police  files.  They  are  sometimes  referred  to 
as  crime  documentaries  since  they  are  based  on  actual  cases.  The 
most  successful  of  this  type  is  "Dragnet"  which  obtained  its  material 
from  the  police  files  of  Los  Angeles.  "The  Lineup"  uses  case  histories 
from  San  Francisco  police  files.  The  high  ratings  of  these  programs 
have  led  to  a  host  of  imitators:  "Highway  Patrol,"  "State  Trooper," 
etc. 

"Dragnet"  and  its  ilk  probably  can  trace  their  origin  to  the 
classic  writer  of  crime  stories,  Wilkie  Collins.  For  it  is  related  of 
Collins  that  once  walking  in  Paris  he  came  upon  some  worn  records 
of  French  criminal  cases  in  an  old  book  shop.  In  them,  he  confessed, 
he  found  some  of  his  best  plots.  Crime  writers  have  been  searching 
court  records  ever  since. 

Although  there  are  not  many  amateur  sleuths  ferreting  out 
criminals  on  the  airwaves,  this  type  of  series  must  be  considered  in 
a  special  category.  Probably  the  most  popular  of  the  amateur  sleuths 
was  "The  Thin  Man,"  so  ably  played  in  films  by  William  Powell. 
On  television  we  have  had  the  "Mr.  and  Mrs.  North"  series.  Both 
"The  Thin  Man"  and  "Mr.  and  Mrs.  North,"  you  will  note,  present 
a  husband  and  wife  as  the  protagonists.  Mr.  North  is  in 
the  publishing  business,  but  to  all  intents  and  purposes  most  of  his 
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time  and  Mrs.  North's  is  spent  in  tracking  down  crimes  that  baffle 
a  presumably  efficient  police  force.  To  the  amateur  sleuth,  detecting 
is  a  hobby,  but  one  to  which  he  is  devoted  and  one  which  he  enjoys 
hugely,  especially  since  his  livelihood  doesn't  depend  on  it.  Usually, 
in  the  amateur  sleuth  series,  therefore,  a  good  deal  of  humor  is 
present. 


Plot  formula 

We  advise  the 
writer  who  is  interested  in  the  possibilities  of  crime  dramas  to  read 
The  Mystery  Writer's  Handbook,  edited  by  Herbert  Brean.  Although 
there  is  only  one  chapter  devoted  to  the  broadcast  medium,  and  that 
to  radio,  the  comments,  observations,  admissions  and  helpful  hints 
by  established  mystery  writers  are  of  great  value  to  the  neophyte. 
It  should  not  be  difficult  for  you  to  translate  the  essays  into  terms  of 
television.  Watching  current  video  crime  dramas  is  essential  in 
order  to  discover  not  only  what  is  being  produced  but  the  formulas 
that  are  being  used  in  each  instance. 

The  murder  mystery,  for  example,  generally  has  the  corpus 
delicti  found  at  the  first  act  curtain.  There  is  no  rule  in  the  book, 
however,  which  states  that  the  victim  may  not  be  discovered  as  the 
curtain  rises.  This  does  have  shock  value.  However,  discovering  the 
body  at  the  end  of  the  first  act  provides  a  cliffhanger  for  the  com- 
mercial. There  are  then  two  avenues  of  approach  for  detection : 
( 1 )  the  audience  knows  who  the  killer  is  and  is  engrossed  in  watch- 
ing the  police  untangle  the  evidence;  (2)  the  audience  doesn't  know 
who  the  killer  is  and  enjoys  a  vicarious  experience  in  tracking  down 
the  clues  with  the  detective. 


Characterization 

The  average  video 
crime  drama  is  light  on  characterization  and  heavy  on  plot.  In  some 
of  the  series,  after  many  episodes,  we  begin  to  get  an  inkling  of  the 
protagonist's  character  as  we  do  in  "Dragnet."  Sgt.  Joe  Friday  even- 
tually begins  to  emerge  as  a  person.  In  so  many  of  the  crime  series, 
the  protagonists  are  symbols  rather  than  people. 
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Romance 

What  part  does 
romance  play  in  the  crime  series?  Very  little  in  the  series  based  on 
police  files.  The  detectives  are  too  busy  chasing  criminals  to  find 
time  for  romance  in  the  space  of  the  average  half-hour  script.  If 
any  boy-girl  angle  is  brought  into  the  script,  more  often  than  not 
it  takes  the  form  of  the  man  driven  to  crime  in  order  to  provide 
luxuries  for  the  woman  with  whom  he  is  infatuated.  There  is  a  hint 
of  the  romantic  angle  that  sometimes  appears  in  a  "Dragnet"  script, 
such  as  this  sequence: 

Frank:   You  seen  Ann  lately? 

Joe:   Ann? 

Frank:  The  girl  you  used  to  go  with.    Ann  Baker.    You  remember 

her,  don't  you? 
Joe:   Oh,  sure. 

Frank:   You  two  still  dating? 
Joe:   I  guess  so. 

Frank:  You  haven't  had  any  dates  lately,  have  you? 
Joe:  We've  been  busy.    You  know  that. 
Frank:  Yeah.   When  was  the  last  time,  Joe? 
Joe  :  The  last  time  what? 
Frank:   That  you  took  her  out? 
Joe:    I  don't  remember  exactly. 
Frank:   Approximately  .   .   . 
Joe:   What  difference  does  it  make? 
Frank:    Just  kinda  curious.    That's  all. 
Joe:   Oh,  it  wasn't  so  long  ago.    Around  the  holidays. 
Frank:   What  holidays? 
Joe  :  Christmas  .  .  .  around  in  there. 
Frank:   This  is  April,  Joe. 
Joe:    I  know  it's  April. 
Frank:   Christmas  is  in  December. 
Joe:   I'll  keep  that  in  mind. 
There  is  a  pause  while  Joe  realizes  that  it  has   been 

some   months   since  he  last  called  ann. 
Joe   (continuing):    Now  that  you  mention  it.   .   .   . 
Frank:   Yeah? 
Joe:   You  and  Fay  doing  anything  Saturday? 
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Frank:    No,  I  don't  think  so.    Why? 

Joe:   Maybe  we  can  have  dinner.    The  four  of  us. 

Frank:   The  four  of  us? 

Joe  (with  great  patience):  You  and  Fay;  Ann  and  me.    That 

makes  four,  doesn't  it? 
Frank  (shakes  his  head):   That  makes  five. 
Joe:   What  are  you  talking  about,  Frank? 
Frank:   You'd  want  to  include  her  husband,  wouldn't  you? 
Joe  :    Husband? 

Frank:    She  got  married  today,  Joe. 
Joe:   Ann? 

Frank  (nods):   It's  in  the  paper. 
Joe:   Oh. 
Frank:  I  told  you,  Joe,  but  you  wouldn't  listen.    You  gotta  follow 

through  with  a  girl  like  that. 

Generally,  the  romantic  interest  is  more  prevalent  in  the  private 
detective  and  the  amateur  sleuth  series.  It  is  not  unusual  for  the 
"private  eye"  to  be  called  into  a  case  that  involves  a  beautiful  blond 
with  whom  he,  in  turn,  becomes  involved.  He  always  manages  to 
extricate  himself  before  the  romance  becomes  too  serious  so  that  he 
may  become  involved  in  another  tangle  the  following  episode.  Or  he 
may  have  a  secretary  who  is  both  romantic  interest  and  detective 
assistant. 

However,  even  when  romance  is  injected  into  any  of  the  crime 
series,  it  always  plays  a  minor  role.  At  times,  the  romantic  interest 
serves  to  add  additional  suspense  to  the  crime  drama  by  using  the 
ancient  device  of  having  the  girl  captured  by  the  criminals  and  held 
as  hostage. 


"Dragnet" 

Practically  from  its 
inception  on  the  television  airwaves,  the  popularity  of  "Dragnet" 
was  phenomenal  and  brought  fame  and  fortune  to  its  producer-star, 
Jack  Webb.  For  purposes  of  study,  we  are  including  several  excerpts 
from  a  typical  "Dragnet"  script,  "The  Big  Genius."  This  drama  opens 
in  standard  fashion  with  Sgt.  Joe  Friday  at  police  headquarters.  Joe 
is  the  narrator  setting  the  scene.  You  will  note  all  through  that  the 
drama  is  underplayed.    Joe  Friday  has  a  job.    It  happens  to  be  that 

THE     SERIES     PLAYS  3]] 


of  a  police  sergeant  dealing  with  criminals  or  suspected  criminals. 
No  need  for  histrionics.  This  is  the  story  and  this  is  how  it  happened. 
It's  all  told  laconically.  Short,  pithy  sentences.  Technically,  there 
is  much  use  of  the  camera  closeup.  This  is  the  beginning  of  the  basic 
plot. 

Joe  (into  phone):  Juvenile,  Friday  .  .  .  Yes,  ma'am  .  .  .  Uh-huh 

...  I  see  .  .  .  Well,  do  you  know  the  boy?  .  .  .  Uh-huh  .  .  . 

Would   you   give   me   your   address   please?     (reaches    for 

pencil  and  pad;  makes  notes)  I've  got  it  .  .  .  What?  .  .  . 

Yes,  ma'am,  we  would  .  .  .  Will  you  be  home?  .  .  .  All  right, 

thank  you  very  much. 
Joe  hangs  up  the  phone,  tears  paper  from  pad  and  turns 

to  Frank. 
Joe  (to  Frank)  :  Lady  up  in  the  Hollywood  Hills.    She  says  some 

youngster's  been  stealing  groceries  out  of  her  garage. 

Sgt.  Friday  and  Officer  Smith  drive  out  to  a  hillside  address  on 
Edge  wood  Drive,  two  miles  north  of  Hollywood  Boulevard,  where 
Mrs.  Ann  Rillston  lives.  Mrs.  Ann  Rillston  tells  the  police  officers 
about  a  youngster  stealing  food  cans  out  of  her  garage.  She  shouted 
at  him  and  he  dropped  a  bag  he  was  carrying.  She  accompanies  the 
policemen  to  the  garage. 

Int.  garage  —  day 

As  Joe,  Frank  and  Ann  enter,  at  the  back  of  the  garage 
are  a  couple  of  shelves  which  hold  jars  and  canned 
goods.  along  one  wall  are  a  few  tools  and  a  stool, 
on  the  stool  is  a  paper  bag. 

Joe:  Just  what  was  it  he  dropped,  Mrs.  Rillston? 

Ann:  That  bag  there,    (indicates  bag  on  stool) 

Joe  walks  over  to  the  stool  and  opens  the  paper  bag.  he 
takes  out  a  couple  of  cans  of  food,  then  four  or 
five  heavy  text  books. 

Insert  —  books 

They  bear  such  titles  as:  "Theoretical  Physics"  .  .  . 
"Principles  of  Dynamics"  .  .  .  "Frontiers  of  Molec- 
ular Structure." 

Int.  garage  —  day 

Joe  reads  the  titles,  frowns,  then  hands  a  couple  of 
the  books  to  frank  who  is  equally  puzzled. 
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Ann  (continuing):  Must  be  something  he's  studying.  I  couldn't 
make  head  nor  tail  of  them  myself. 

Joe:   Yes,  ma'am. 

Joe  opens  a  couple  of  the  books  to  check  their  owner- 
ship. 

Frank:    His  name  in  any  of  them? 

Joe  (shakes  his  head):  Hollywood  Library. 

Joe  turns  to  Mrs.  Rillston. 

Joe  (continuing):  Could  you  tell  us  what  he  looks  like,  Mrs. 
Rillston? 

Ann:  Yes,  I  guess  so.   First  off,  I'd  say  he  looks  like  books. 

Joe:    How's  that? 

Ann:  You  know,  the  studying  type. 

Joe:   Oh. 

Ann:    Sorta  thin  and  pinched. 

Joe:    I  see. 

The  police  are  baffled  by  the  type  of  books.  Ann  tells  them  that 
the  boy  headed  up  towards  the  hill  but  that  he  couldn't  possibly  live 
there  because  the  street  ends  a  hundred  yards  up.  Sgt.  Friday  and 
Officer  Smith  exchange  significant  glances  and  decide  to  explore 
the  woods. 

Ext.   canyon  —  day  —  (silent) 

Unit  1K80  comes  to  the  end  of  the  canyon  road,    there 

ARE    NO    HOUSES    IN    THE    IMMEDIATE    AREA.     A    FEW    YARDS 
UP  THE   SIDE  OF  THE  NEARBY  HILL  IS  A  SMALL  OPENING. 

Joe's  voice:  Frank  and  I  left  Mrs.  Rillston  and  we  drove  up  to  the 

end  of  Edgewood  Drive. 
Frank   and   Joe    get   out   of    the    car   and    look   around. 

Joe  spots  the  nearby  cave  entrance  and  points  to 

IT. 

Joe's  voice  (continuing):  About  two  hundred  yards  east  of  the 
road,  we  spotted  what  appeared  to  be  the  opening  to  a  natural 
cave. 

Joe  and  Frank  start  toward  the  cave,  as  we: 

Dissolve  to: 

Int.  cave  —  day 

Joe  and  Frank  crawl  into  the  cave,  it  is  a  small,  shal- 
low OPENING  ABOUT  FIVE  BY  EIGHT.  IN  ONE  CORNER  IS  A 
SLEEPING    BAG    AND    SIX    OR    EIGHT    CANS    OF    FOOD.      ALONG 
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THE  OPPOSITE  WALL  IS  A  STACK  OF  SOME  FORTY  TEXT 
BOOKS  AND  A  PILE  OF  LOOSE-LEAF  NOTEBOOKS. 

Joe's  voice  (continuing)  :  The  boy  we  were  looking  for  was  not 
there  but  there  was  plenty  of  evidence  that  this  was  where  he 
had  been  living. 

Joe  points  to  the  sleeping  bag  and  canned  goods,  then 
he  and  Frank  start  to  examine  the  notebooks  and 

TEXTS. 

Joe's  voice  (continuing):  We  found  six  notebooks  filled  with 
hand-written  mathematical  equations  and  some  forty  texts  on 
advanced  physics  and  higher  mathematics. 

Frank:  Sure  believes  in  making  use  of  the  public  library. 

Joe  (as  he  examines  a  volume):  They  aren't  all  library  books. 

Frank:   What've  you  got,  Joe? 

Joe  (examining  another  book):  A  couple  with  book-plates. 

Frank:   Oh? 

Joe:    Owner's  name  is  in  'em. 

Joe   passes  a  book  to  Frank,    he   looks  at  it. 

Insert  —  open  book 

We  see  the  book-plate:   "ex  libris  karl  winderman." 

The  discovery  of  the  books  leads  Sgt.  Friday  to  check  the  public 
library  and  also  the  phone  book  for  Winderman's  address. 

Int.   juvenile   squadroom  —  day —  12:06   p.m. 

Close  shot  of  open  telephone  book,  we  see  Frank's 
finger  enter  the  shot,  move  down  a  column  of 
names  and  stop.  camera  pulls  back  as  frank  dials 
a  number.  we  see  joe  going  through  another  tele- 
phone directory. 

Joe's  voice  (continuing)  :  We  checked  city  phone  directories  for 
the  name  Karl  Winderman.  12:06  p.m.  we  reached  him  at 
his  office  at  Bradfield  University. 

Frank  (into  phone):  Yes,  sir  ...  I  see  ..  .  Uh-huh  .  .  .  That's 
up  to  you,  sir  .  .  .  Anytime  you  say  .  .  .  Yes,  sir.  That'd  be 
fine  .  .  .  Thank  you  very  much,  (hangs  up  phone;  turns 
to  Joe)  Head  of  the  Physics  Department.  They're  his  books 
all  right. 

Joe  :  He  know  anything  that  might  help  us? 

Frank  (nods):  He  knows  the  boy. 

Fade  out: 

the    drama  314 


(Allow  extra  footage   for  music) 
(Commercial  insert) 

This  is  a  good  curtain  scene  because  by  now  our  curiosity  is 
greatly  aroused.  What  does  Professor  Winderman  know  about  this 
boy  who  lives  in  a  cave?  The  Professor  is  head  of  the  Physics 
Department  at  Bradfield  University.  He  explains  that  he  loaned  the 
books  to  the  boy,  Peter  Siler.  Peter,  the  Professor  states,  is  a  brilliant 
student.  From  his  appearance,  probably  poor.  The  Professor  does 
not  know  very  much  about  the  boy's  antecedents.  Peter  said  he  was 
18,  but  the  Professor  suspects  he's  only  16.  The  police  try  to  get 
some  more  details  from  the  Professor. 

Frank:    Is   there  anything  else   you  can   tell  us  about  him,   Dr. 

Winderman? 
Karl  :  Well,  I  would  say  he  is  an  unhappy  boy. 
Joe:   What  do  you  mean? 
Karl  :  Lonely  .  .  .  aloof.    It  must  be  very  difficult  for  him  .  .  .  other 

people.    Children  his  age,  he  would  be  unable  to  talk  to  them. 

They  would  have  nothing  in  common.    Even  adults.  .  .  . 
Joe:    I  see. 
Karl:  A  brilliant  mind  does  not  necessarily  make  for  a  well-adjusted 

person.    Especially  in  one  so  young. 
Joe:  Uh-huh.    (Joe  and  Frank  rise)  Well,  thank  you  very  much, 

Doctor   Winderman.     (takes    out   a   card;   hands   it   to 

Karl)  If  you  hear  from  him  again,  would  you  get  in  touch 

with  us. 
Karl  (he  rises,  taking  the  card  from  Joe):  Yes,  of  course. 

If  there  is  anything  I  can  do  for  Peter  .  .  . 
Joe:   That's  very  kind  of  you. 
Karl:  Is  he  ...  is  he  in  some  kind  of  trouble? 
Joe:   We  don't  know  yet,  sir. 
Karl:    I  did  not  mean  to  pry.    Forgive  me. 
Joe  :  The  fact  is  he's  been  borrowing  some  books  that  don't  belong  to 

him. 
Karl:   Books? 

Joe:  Yes,  sir.    From  libraries  around  town. 
Karl:   To  want  to  read,  to  want  to  learn,  is  that  such  a  serious 

crime?   It  does  not  seem  like  one  to  me. 
Joe:    Sure. 
Karl:  And  is  that  all  he  has  done? 
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Joe:  He's  taken  some  other  things,  too.    Food,  canned  goods. 
Karl  (suddenly  getting  an  idea):  Of  course,  I  should  have 

known.    When  he  was  here  I  should  have  known. 
Joe:   Beg  pardon? 
Karl  (reminiscently):   It  has  been  so  long  since  I  have  seen 

one  .   .   . 
Joe:   What's  that,  sir? 
Karl:   A  boy  who  is  hungry. 
Joe  reacts   sympathetically. 

Sgt.  Friday  and  Officer  Smith  return  to  the  juvenile  squadroom. 
A  call  comes  in  of  a  patrol  car  picking  up  a  youngster  hanging  around 
a  grocery  store.  The  youngster  answers  Peter  Siler's  description. 
However,  when  Peter  is  brought  in,  he  gives  a  fictitious  name  and 
volunteers  no  information.  Sgt.  Friday  explains  to  the  boy  that 
they're  trying  to  help  him. 

Joe  (continuing):  You're  in  trouble,  Pete.  We  want  to  help  you 
if  we  can.  That's  just  as  much  our  job  as  picking  you  up. 
Maybe  you  had  a  reason  for  what  you  did.  Maybe  we'd  be  on 
your  side  if  we  knew  what  it  was.  But  we  can't  get  on  your  side 
unless  you  cooperate. 

Peter  looks  at  Joe,  almost  weakens,  then  changes  his 

MIND. 

Peter:  I  don't  know  what  you're  talking  about. 

Joe:  Okay,  you  won't  tell  us,  we'll  tell  you.   You  didn't  come  to  Los 

Angeles  today.   You've  been  here  for  a  couple  of  weeks.   You've 

been  living  in  a  cave  up  in  the  Hollywood  Hills. 
Peter:   Yeah? 
Joe:  And  this  grocery  store  tonight  isn't  the  first  time  you've  gotten 

out  of  line. 
Frank:   Why'd  you  take  all  those  books,  son? 
Peter:   What  books? 
Joe:    Well,  it  just  shows  you  how  much  these  college  professors 

really  know. 
Peter:    Huh? 
Joe:  Take  Doctor  Winderman.    Says  you're  a  smart  kid,  got  a  good 

head  on  your  shoulders.    He's  a  pretty  poor  judge  of  brains, 

isn't  he? 
Peter:    Lot  you  know  about  it. 
Joe:   Yeah? 


THE     DRAMA 


316 


Peter:  Doctor  Winderman's  so  far  ahead  of  you  guys  that  .  .  . 
He  breaks  off,  realizing  he's  admitted  knowing  Winder- 
man. 

Now  that  Peter  realizes  he  is  caught,  he  gives  his  true  back- 
ground to  the  police.  His  parents  are  dead.  He  had  lived  for  a  while 
with  his  sister  but  when  she  married,  her  husband  threw  the  boy 
out.    Peter  says  he  always  wanted  to  go  to  college  and  study. 

Joe:  Why'd  you  take  all  those  books? 

Peter:  I  wanted  to  study  'em.    I  was  gonna  return  'em  when  I  was 

through.    I  couldn't  get  a  library  card  .  .  .  not  without  a  real 

address. 
Joe  :  What  about  the  canned  goods  you've  been  stealing? 
Peter:  It  wasn't  much  .  .  .  just  enough  to  eat. 
Joe:    Uh-huh. 

Peter:   What's  gonna  happen  to  me  now? 
Joe:   That's  not  up  to  us. 
Peter:   Oh. 

Joe:   What  d'you  think  ought  to  happen? 
Peter:  I  dunno.    I  don't  see  where  I  did  anything  so  wrong. 
Joe:  You  stole  books,  you  stole  food.   You  caused  us  a  lot  of  trouble. 
Peter:   Yeah. 

Joe  (picks  up  the  puzzle):  You're  the  whiz  at  math. 
Peter:    Huh? 
Joe  :   You  add  it  up. 
He  tosses  the  puzzle  on  the  table,    camera  moves  into 

a  big  close  shot  of  puzzle,  as  we: 
Fade  out: 
(Allow  extra  footage   for  music) 

The  closing  scene  is  standard  technique  on  "Dragnet":  the 
resolution. 

Fade  in: 

(Allow  extra  footage   for  music) 

Title  card 

the   story  you  have 
seen  is  true.    the  names 
were   changed  to   protect 
the  innocent. 
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Dissolve  to: 

Title 

Gibney:  On  April  16th,  a  Hearing  was  held  in  Juvenile  Court,  the 

State  of  California,  in  and  for  the  County  of  Los  Angeles.    In  a 

moment,  the  results  of  that  Hearing. 
Fade  out: 

(Commercial  insert) 
Fade  in: 

Title  —  over  closeup  —  Peter  Ellis  Siler 
Gibney:  The  subject  was  made  a  ward  of  the  Juvenile  Court  and 

was  placed  in  a  Home  for  Boys.    Through  the  efforts  of  Dr. 

Karl   Winderman,   he   was   permitted   to   enroll   in    Bradfield 

University  as  a  special  student  in  the  fields  of  physics  and 

higher  mathematics. 
Dissolve  to: 

Title  card  —  over  closeup  —  Peter  Ellis  Siler 
Peter  Ellis   Siler  — 
Now   attending   Bradfield    University. 
Fade  out. 


ADVENTURE 

The  Adventure 
series  may  be  divided  into  two  categories:  Contemporary  and 
Costume.  The  contemporary  dramas  include  series  such  as  "Water- 
front," "Crunch  and  Des,"  "Jungle  Jim,"  "Dangerous  Assignment," 
"Soldiers  of  Fortune."  Recently,  the  costume  series  have  become  the 
vogue.  These  are  adventure  tales  based  on  historic  events,  historic 
legend,  or  purely  fiction.  They  include  such  series  as  "Adventures 
of  Robin  Hood,"  "The  Buccaneers,"  "The  77th  Bengal  Lancers," 
"Sir  Lancelot,"  "The  Count  of  Monte  Cristo."  Television  program- 
ming rotates  in  imitative  cycles  similar  to  that  of  the  motion  pictures. 
Therefore,  if  one  costume  series  receives  a  good  rating,  a  dozen 
others  are  rushed  into  production. 

All  the  costume  adventure  series  and  most  of  the  contemporary 
variety  are  characterized  by  a  great  deal  of  physical  action.  The  hero 
is  constantly  beset  by  danger,  often  seriously  wounded,  and  just  as 
often  held  captive  by  the  enemy,  whether  that  enemy  be  a  political 
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figure  plotting  for  power  or  bloodthirsty  natives  on  the  warpath.  In 
a  series  such  as  "The  77th  Bengal  Lancers"  there  is  generally  a 
battle  scene.  In  the  "Adventures  of  Robin  Hood"  one  of  the  men  of 
Sherwood  Forest,  or  Robin  himself,  is  always  being  rescued  from 
the  clutches  of  the  Sheriff  of  Nottingham  or  some  other  evil  lord. 
In  the  first  we  witness  a  hail  of  flying  bullets;  in  the  second,  flying 
arrows. 

Romance  plays  a  greater  role  in  the  adventure  series  than  in 
the  crime  series.  Either  the  hero  himself  is  involved  in  a  romantic 
escapade  or  he  assists  in  the  culmination  of  a  romantic  subplot  in- 
volving other  characters  in  the  episode. 

The  adventure  series,  as  you  can  see,  are  all  highly  formular- 
ized. 


WESTERNS 

Westerns  have  al- 
ways been  popular  with  both  the  small-fry  and  their  parents.  Long 
before  the  days  of  television,  the  now  older  generation  idolized  those 
stalwart  heroes  of  the  western  films:  Tom  Mix,  Hoot  Gibson, 
William  S.  Hart,  William  Farnum.  Today's  younger  generation  has 
its  Roy  Rogers,  Gene  Autry,  its  tales  of  Wyatt  Earp,  Annie  Oakley, 
Wild  Bill  Hickok,  and  that  long  time,  perennial  favorite,  The  Lone 
Ranger. 

What  accounts  for  the  popularity  of  the  western?  There  are 
many  factors.  Primarily,  the  western  provides  an  action  story  which 
is  pure  entertainment.  It  affords  a  vicarious  outlet  for  the  bounding 
energies  of  the  very  young.  And  if  we  may  be  permitted  some  mind- 
searching,  it  goes  even  deeper  than  that.  The  child  has  great  need 
of  someone  to  love,  someone  to  look  up  to,  someone  whose  strength 
will  give  him  security  and  protection.  The  western  hero  becomes  a 
symbol,  a  father  image.  Witness  the  sudden  and  sweeping  popu- 
larity of  Davy  Crockett.  Youngsters  spoke  of  him  affectionately,  wor- 
shipfully.  In  their  games,  they  emulated  the  exploits  of  the  hero  of 
the  Alamo. 

Just  as  the  normal  child  has  faith  that  his  father  can  do  no 
wrong,  so  his  western  hero  is  a  symbol  of  the  "good  man."  And  so 
for  the  general  run  of  westerns,  we  find  that  there  is  no  attempt  at 
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character  delineation,  rather  there  is  stylization.  The  hero  is  always 
good,  the  villain  always  bad.  True,  the  hero  may  suffer  setbacks 
from  the  villain,  and  he  usually  does,  but  always,  the  young  viewer 
knows,  the  hero  will  emerge  triumphant  and  the  "bad  man"  will 
be  punished.  So,  despite  the  constant  gunplay,  and  the  number  of 
corpses  that  may  litter  the  plains,  these  westerns  are  actually  moral- 
istic in  tone:  the  triumph  of  good  over  evil. 


The  chase 

An  essential  ingre- 
dient of  almost  every  western  is  the  chase.  The  hero  pursuing  the 
villain,  the  posse  hot  on  the  trail  of  outlaws,  the  bandits  capturing 
the  stagecoach  —  these  are  sequences  which  engender  a  high  pitch 
of  excitement  and  suspense.  The  writer  of  the  average  western  plans 
for  at  least  one  killing  and  one  lengthy  chase  in  every  episode  of  the 
series. 


The  "Adult  Western" 

Lately,  we  have 
witnessed  a  new  phase  of  the  western.  It  has  been  prefixed  by  the 
term  "adult."  The  intention  clearly  is  to  garner  an  even  wider  audi- 
ence than  the  run-of-the-mill  western,  to  draw  the  more  adult  viewer 
to  whom  the  average  video  western  has  little  or  no  appeal. 

Basically,  the  "adult"  western  has  the  same  elements  as  any 
western.  The  setting  is  the  same.  The  horse  is  the  prime  method 
of  transportation.  There  is  the  inevitable  gunplay.  Good  triumphs 
over  evil.  But  there  are  some  major  differences.  Where  the  average 
western  substitutes  action  for  characterization,  the  "adult"  western 
attempts  to  give  its  main  characters  substance  and  depth.  Dialogue, 
in  the  average  western,  is  at  a  minimum  as  if  it  were  trying  to  prove 
the  maxim  that  actions  speak  louder  than  words.  There  is  a  good 
deal  more  dialogue  in  the  "adult"  western  which  assists  in  character 
delineation  and  in  more  acceptable  motivation.  The  chase  in  the 
"adult"  western  is  not  an  essential  ingredient.  But  all  westerns, 
"adult"  or  not,  are  action  dramas,  the  difference  being  that  this 
type  of  western  is  not  averse  to  the  introduction  of  mental  action. 
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"Gunsmoke" 

The  CBS  series, 
"Gunsmoke,"  was  the  forerunner  of  the  "adult"  westerns.  It  began 
as  a  radio  series  and  later  expanded  into  a  video  counterpart.  Its 
listeners  and  viewers  are  many  and  loyal  and  they  have  helped  keep 
the  "Gunsmoke"  series  running  successfully  for  several  years. 

A  complete  "Gunsmoke"  script  is  included  in  the  chapter  on 
Radio  Drama.  Any  potential  writer  of  "adult"  westerns  will  do  well 
to  study  it. 
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The  daily  serial 
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Lest  the  young  col- 
lege intellectual  turn  up  his  nose  at  the  daily  serial,  we  should  ob- 
serve that  some  of  our  highly  applauded  literary  lights  cut  their 
writing  teeth  on  the  "soap  opera." 

The  producers  of  the  daily  serial  believe  that  they  are  giving 
the  public,  at  least  a  very  large  segment  of  it,  what  it  wants.  The 
long  life  of  the  average  "soap  opera"  proves  their  point.  "The  Guid- 
ing Light,"  for  example,  has  been  broadcast  continuously  for  more 
than  twenty  years.  It  has  recently  made  the  transition  from  radio 
to  television.  The  thought  of  plotting  a  five-day-a-week  program  for 
twenty  years  should  give  any  writer  pause. 

But  "The  Guiding  Light"  is  not  alone  in  this  marathon.  Your 
radio  log,  at  least  at  this  writing,  still  lists  such  ancient  favorites  as : 
"Backstage  Wife,"  "Helen  Trent,"  "Our  Gal  Sunday,"  "Nora  Drake," 
"Ma  Perkins,"  "Road  of  Life,"  "Right  to  Happiness,"  "2nd  Mrs. 
Burton."  These  programs  may  seem  comparatively  new  to  today's 
college  student,  who  may  be  startled  to  learn  that  they  were  already 
much  in  vogue  when  mother  was  a  girl. 

The  drawing  power  of  the  daily  serial  is  not  to  be  underesti- 
mated. Its  listeners  and  viewers  take  their  "soap  opera"  seriously. 
The  characters  are  meaningful  to  them.  They  neither  analyze  nor 
criticize.    They  accept.    They  will  discuss  the  current  situation  of 
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their  favorite  serial  as  if  they  were  speaking  of  their  next  door 
neighbors.  They  have  been  loyal  listeners  for  two  decades.  They 
may  remain  loyal  viewers  for  another  two  decades. 

The  potential  serial  writer  must  be  aware  of  the  type  of  audi- 
ence this  genre  of  programs  attracts.  He  cannot  come  to  it  with 
tongue  in  cheek.  He  must  accept  the  fact  that  he  is  not  writing 
literature.  It  is  essentially  a  hack  job,  with  some  rare  exceptions,  but 
as  we  have  often  reiterated,  whatever  job  the  writer  has  undertaken, 
he  should  perform  to  the  best  of  his  ability. 


CHARACTERIZATION 

Since  the  daily  se- 
rial audience  is  composed  mostly  of  women,  the  main  character  of 
these  dramas  is  almost  always  a  woman.  Even  a  serial  such  as 
"Young  Dr.  Malone"  places  heavy  emphasis  on  the  women  in  the 
doctor's  life. 

The  lead  characters  are  either  simple,  familiar  types  whose 
home  environment  parallels  that  of  the  average  housewife,  or 
women  who  live  in  a  world  of  glamor  far  removed  from  the  daily 
routine  of  housekeeping  chores.  "Ma  Perkins"  is  typical  of  the  first; 
"Backstage  Wife,"  of  the  second.  No  matter  their  environment,  all 
characters  have  one  element  in  common :  trouble  .  .  .  lots  of  it! 

There  is  no  place  in  the  daily  serial  for  profundity.  Character- 
ization is  oftentimes  one-dimensional:  the  villain  is  thoroughly  bad, 
the  heroine  a  paragon  of  self-sacrifice.  Both  Horatio  Alger  and  Burt 
Standish  would  have  made  their  fortune  as  writers  of  daily  serials. 

Because  of  the  long,  involved  plots  and  the  many  characters 
who  weave  in  and  out  of  the  story,  it  is  advisable  for  the  writer  to 
prepare  a  sort  of  family  tree.  At  the  very  least,  this  family  tree  will 
help  him  to  maintain  the  various  relationships  in  his  own  mind.  He 
can  also  make  notes,  more  or  less  detailed,  regarding  the  background 
and  the  outstanding  characteristics,  or  more  probably  characteristic, 
of  the  participants.  Whatever  the  limits  of  character  delineation  may 
be,  it  will  be  most  helpful  to  the  writer  to  maintain  an  actual  brief 
biography,  not  merely  mental  notes,  of  the  major  characters.  Pos- 
sibly, he  may  endow  them  with  a  single  quality:  grasping,  generous, 
dominating,  indulgent,  and  so  on. 
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PLOT    STRUCTURE 

Unlike  the  one- 
time half-hour  or  hour  dramas  which  avoid  subplots,  the  daily  serial 
not  only  welcomes,  but  requires  them.  The  "soap  opera"  bathes  in 
conflict  and  sub-conflict.  The  rating  of  a  daily  serial  is  often  in 
direct  proportion  to  the  difficulties  which  beset  its  heroine. 

The  plot,  however,  must  be  doled  out.  There  are  two  very  good 
reasons  for  this.  First,  there  is  the  practical  consideration  of  listen- 
ing or  viewing  time.  A  great  many  women,  although  loyal  to  the 
program,  cannot  watch  or  listen  every  day  at  the  same  time.  Possibly, 
they  may  miss  one  or  two  episodes  during  the  week.  Obviously,  if 
a  major  plot  action  were  to  take  place  within  one  or  even  two 
episodes,  the  housewife,  returning  to  the  serial  after  having  missed 
an  installment,  would  be  at  a  loss.  If  she  is  unable  to  follow  the 
story  line,  she  will  lose  interest.  The  writer,  therefore,  has  to  be 
ingenious  enough  to  keep  a  single  episode  interesting  but  not  vital  to 
the  overall  plot  structure.  Within  the  course  of  a  week,  one  tiny 
facet  of  the  current  plot  is  unfolded. 

The  second  reason  for  this  doling  out  process  is  that  the  daily 
serial  is  intended  for  long-run  consumption.  Remember  that  some 
serials  are  about  to  celebrate  their  silver  anniversaries!  If  the  writer 
did  not  stretch  his  plot,  he  would  soon  run  dry.  This  may  not  be 
as  forbidding  as  it  sounds.  There  are  writers  who  have  been  turning 
out  "soaps"  for  ten  and  twenty  years. 

This  author  recalls  a  series  on  which  he  collaborated  and  which 
had  begun  as  an  experiment  on  a  local  station.  The  writing  of  the 
first  few  episodes  was  very  broad  and  the  episodes  themselves  were 
loaded  with  plot.  Since  the  series  was  sustaining  and  had  no  time 
guarantee,  there  appeared  to  be  no  necessity  for  stretching  the  plot. 
Truth  to  tell,  it  was  much  easier  writing  it  that  way.  However, 
when  the  series  was  bought  by  a  network,  the  problem  arose  of  how 
long  we  could  keep  going.  Plot  conservation  was  the  answer.  As  a 
result,  after  twenty-six  weeks  on  the  network,  only  three  of  the 
original  episodes  were  consumed! 

There  are  many  other  factors  the  daily  serial  writer  must 
bear  in  mind.  Interest  must  be  continually  aroused  so  that  the 
viewer  or  listener  will  be  anxious  to  follow  each  episode.  This  neces- 
sitates a  small  crisis  each  day.   In  addition,  since  the  serial  runs  from 
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Monday  through  Friday,  there  is  a  weekend  hiatus.  Friday  is  there- 
fore the  day  of  the  big  crisis  sufficient  to  hold  the  audience  over  the 
two-day  lapse.  This  big  crisis  has  become  known  in  broadcast 
parlance  as  the  "cliffhanger,"  a  term  drawn  from  the  serials  of  the 
silent  movie  days  whose  heroines  such  as  Pearl  White  or  Ruth 
Roland  were  often  left  dangling  from  a  precipice  until  the  following 
week's  episode. 

Since  a  plot,  no  matter  how  complicated  it  may  be,  must  even- 
tually reach  a  climax,  it  is  incumbent  upon  the  writer  to  start  for- 
mulating a  secondary  plot  while  he  is  working  on  the  first  or,  better 
still,  have  the  plots  outlined  for  months  in  advance.  The  secondary 
plot  may  appear  as  a  subplot  and  then  as  the  first  plot  reaches  its 
climax,  the  subplot  becomes  the  major  plot  with  transitional  ease. 

The  story-line  is  best  carried  forward  in  chronological  sequence 
and  it  is  wisest  to  avoid  flashbacks  entirely.  The  coincidental  action 
device  is  preferable,  that  is,  switching  from  one  scene  to  another 
which  is  taking  place  simultaneously.  Thought  sequences  may  be 
employed  but  they  should  be  the  character's  thoughts  about  the  cur- 
rent situation  so  that  even  this  device  has  the  effect  of  moving  the 
story  along.  For  production  economies  and  ease  in  following  the 
story,  the  number  of  characters  in  each  episode  should  be  kept  to  a 
minimum,  no  more  than  six  or  seven  generally,  oftentimes  less, 
depending  on  whether  it  is  a  quarter-hour  or  half-hour  serial. 

The  daily  serial  is  almost  always  contemporary  although  there 
have  been  one  or  two  exceptions  in  the  past.  The  plot  therefore  can 
take  advantage  of  current  trends.  With  so  much  being  written  today 
on  psychiatry  and  the  prevalence  of  mental  disease,  you  will  find 
psychiatrists  playing  major  roles  in  the  radio  serial  "Nora  Drake" 
and  in  the  television  serial  "As  the  World  Turns." 

Plotting  is  not  always  the  province  of  the  writer.  The  serials 
produced  by  the  Hummerts  were  plotted  by  Frank  and  Anne  Hum- 
mert.  The  writers  of  these  serials  were  merely  dialoguers.  They 
would  come  in  for  their  regular  briefing  on  the  story  line  and  then 
go  home  to  their  typewriters  to  hack  out  the  appropriate  dialogue. 
Some  writers  began  by  writing  their  own  serials,  then  became  so 
successful  that  they  now  hire  other  writers  to  assist  them. 
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LOCALE 

The  setting  of  the 
daily  serial  is  usually  in  a  typical  small  town  where  everybody  knows 
everybody  else  or  the  very  big  urban  centers  like  New  York  or 
Chicago  where  anything  can  happen. 

The  radio  serial  writer  has  no  physical  problem  in  regard  to 
sets.  Yet  it  is  not  advisable  for  him  to  have  very  many  scenes.  Too 
many  scenes  would  invite  choppiness.  This  is  also  true  of  the 
quarter-hour  and  the  half-hour  television  serials,  although  the  added 
factor  of  cost  is  apparent  on  television  where  physical  sets  are 
necessary. 

Unfortunately,  minimum  sets  and  doled-out  plot  have  a  tend- 
ency to  create  static  scenes.  Many  of  the  quarter-hour  TV  serials  are 
in  reality  transplanted  radio  programs  with  the  emphasis  on  the 
dialogue  and  not  on  the  visual.  This  may  be  intentional  since  it  is 
thus  possible  for  the  housewife  to  turn  her  attention  from  the  screen 
and  still  follow  the  story  via  the  audio.  As  a  matter  of  fact,  the  script 
for  "The  Guiding  Light"  is  still  written  in  radio  format  as  the 
following  excerpt  illustrates: 

Bill:   Thursday  is  Thanksgiving,  yes. 

Bert:   We're  all  going  over  to  Meta's. 

Bill:   That's  the  general  idea.  So? 

Bert:    Nothing. 

Bill:    Nothing? 

Bert:    Nothing,  that's  right. 

Sound:   telephone 

Bert:    I'll  get  it. 

Bill  edges  over  to  the  pictures  of  the  house  as  Bert 
goes  to  the  phone.  she  takes  a  look  at  him,  he  looks 
at  her,  she  smiles,  and  he  puts  the  pictures  down. 

Bert:  Hello? 

Kathy:    (in  a  phone  booth)  Bert? 

Bert:   Kathy!    How  are  you,  honey? 

Kathy:   Oh,  I  —  I'm  all  right. 

Bert:   Bill  just  talked  with  Meta. 

Kathy:   Oh? 

Bert:  She  was  worried  about  Papa  Bauer.  She  was  alone  and  —  he 
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was  going  to  go  home  around  eight,  but  Bill  talked  him  into  a 
chess  game,  and  you  know  Papa  Bauer  and  chess? 

Kathy:   Yes.    Yes  I  do. 

Bert:   Dan  get  away? 

Kathy:  Yes  he  did.  Bert?  I  —  I  know  it  isn't  —  well  it's  a  little 
late  — 

Bert:  What  do  you  mean  late?  Bill  and  I  are  just  starting  one  of 
our  long  evening  arguments.  I  guess  I  haven't  talked  to  you 
too  much  about  wanting  a   new  home?     (and   she   looks 

OVER    AT    BILL) 

Kathy:  We  haven't  talked  too  much  since  I  got  back,  have  we,  Bert? 
Bert:  Well,  I  know  you've  been  busy  and  all.    Bill  saw  Dick  today. 

When  "The  Guiding  Light"  was  making  the  transition  from 
radio  to  television,  the  same  scripts  were  actually  used  on  both 
media,  with  expository  dialogue  added  to  the  radio  scripts  to  take 
care  of  any  of  the  purely  visual  scenes. 


DIALOGUE 

Generally  speaking, 
the  dialogue  in  the  daily  serial  will  follow  the  precepts  outlined  in 
the  previous  section  on  dialogue  in  the  broadcast  drama.  However, 
there  are  certain  differences.  Because  of  the  necessity  for  plot  con- 
servation, the  dialogue  is  not  taut.  It  has  a  slower  pace  and  more 
deliberation  than  the  anthology  drama.  There  is  a  great  deal  of 
repetition  in  order  to  maintain  the  story  line  in  the  minds  of  the 
viewers  or  listeners.  This  necessity  for  repetition  presents  a 
problem  to  the  writer  who  must  endeavor  to  keep  the  conversation 
going  without  making  it  sound  like  padding. 


LEAD-INS    AND    LEAD-OUTS 

From  its  inception, 
the  radio  serial  has  employed  the  recapitulation  device  known  as  the 
lead-in  at  the  opening  of  each  program.  The  "recap"  serves  a  double 
purpose:  the  listener,  who  may  have  missed  an  episode,  is  thus  kept 
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abreast  of  events  and  the  regular  listener's  memory  is  refreshed.  It 
is  at  best,  a  top-heavy  device,  but  admittedly  has  its  practical  purpose. 
In  addition  to  the  "recap,"  there  is  usually  ample  reference  within 
the  framework  of  the  dialogue  to  preceding  events. 

The  closing  of  each  episode  or  lead-out  usually  brings  in  the 
announcer  with  that  omnipresent,  foreboding  query:  "What's  going 
to  happen  now?"  and  an  exhortation  to  the  audience  to  be  sure  to 
tune  in  tomorrow. 

It  is  interesting  to  note  that  on  television  the  daily  serials  gener- 
ally omit  the  opening  recapitulation  and  the  announcer's  closing 
comments.  Many  use  the  device  of  opening  cold  with  a  brief 
sequence  before  the  first  full  commercial.  The  half -hour  series,  "The 
Edge  of  Night,"  employs  a  teaser  scene  at  the  close  of  each  episode,  a 
brief  and  highly  dramatic  sequence  from  the  next  day's  episode. 


"THE    EDGE    OF    NIGHT" 

In  April  of  1956,  two  new  daily  serials  made  their  debut  on 
the  television  networks:  "As  the  World  Turns"  and  "The  Edge  of 
Night."  The  first,  starring  Ruth  Warrick,  is  very  much  in  the 
familiar  style,  tempo  and  plot  structure  of  its  radio  predecessors. 
"The  Edge  of  Night"  however,  with  its  protagonist  police  Lieutenant 
Mike  Karr,  is  a  combination  of  "soap  opera"  and  crime  drama.  Both 
these  serials  are  half-hour  in  length,  a  departure  from  the  usual 
quarter-hour  format. 

From  a  study  of  current  daily  serials  it  will  be  apparent  that 
"The  Edge  of  Night"  is  faster  in  pacing,  carries  more  suspense  and 
makes  better  use  of  visuals.  It  is,  admittedly,  a  far  cry  from  any 
literary  writing,  nor  will  the  viewer  be  troubled  by  any  provocative 
ideas  or  treated  to  any  deathless  dialogue.  But  these  programs  must 
be  taken  for  what  they  are  and  studied  accordingly. 

Here  is  an  episode  from  "The  Edge  of  Night,"  Script  #180, 
telecast  on  a  Friday,  and  reprinted  by  courtesy  of  Procter  and 
Gamble. 

Scene   1 

(The  hallway  at  the  bottom  of  the  stairs,  pan  the 
scene  to  show  sgt.  vlncent  and  helen,  with  coat 
over  her  shoulders,  sitting  on  the  stairs,  watching 
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White  and  Rose,  chatting  along,  cigarettes,  etc. 
alert  enough,  but  there  is  no  reason  to  be  con- 
cerned, then  come  in  on  white  and  rose  to  a  close 
two-shot.  her  head  down  beside  his.  the  position  is 
amorous  rather  than  ominous.) 

White  :  I  got  in  this  jam  because  I  love  you,  Rose  ...  If  you  love 
me,  you'll  help  me  out  of  it  .  .  . 

Rose:  I  —  I  don't  want  to  know  anything  about  slugging  and 
shooting  — 

White  :  You  don't  need  to  know  .  .  !  Those  cops  think  I'm  paralyzed 
.  .  .  Okay,  I  was  .  .  .  But  —  now  I'm  all  right  ...  I  got  my  legs 
back  .  .  .  The  cops  don't  know  that  .  .  .  Maybe  you  didn't  cross 
me  —  but  if  you  let  me  down  now,  so  they  can  lock  me  up  — 
I'm  dead  ...  I  mean  it,  baby  ...  I'd  go  nuts  ...  I'd  try  to  blast 
my  way  out.  ...  I'd  wind  up  on  a  slab  .  .  .  This  way  —  I  got 
a  chance  .   .   . 

Rose:   What  do  you  want  me  to  do  ...   ? 

White:  Get  that  woman  cop  down  the  hall  somewheres  .  .  .  Slug 
her  .  .  .  Get  her  gun  .  .  .  Gimmie  it  ...  I  stick  up  that  other 
cop  and  get  the  key  to  the  cuffs  .  .  .  We  walk  out'a  here  free 
like  birds  .   .   . 

Rose  :  I  —  I've  never  slugged  anybody  in  my  life  .  .  . 

White:  Goin'  chicken  on  me  .  .  .  ? 

Rose:  Listen,  Larry  .  .  .  There's  a  better  way  .  .  .  Okay  —  so  they 
got  you  .  .  .  Robbery  .  .  .  Maybe  you'll  get  a  couple  of  years  — 
even  five  ...  I'll  wait  for  you  .  .  .  When  you  come  out  — 

White:  How  many  times  I  got  to  tell  you  .  .  .  ?  Stir  would  drive 
me  nuts  ...  If  I  go  in  —  I'll  never  come  out  .  .  .  and  if  I  got 
to  go  —  I'll  take  that  Karr  guy  with  me  .  .  .  Him,  I  got  to 
kill .  .  ! 

Rose:  Stop  talking  about  killing  like  it  was  nothing  .  .  .  Lt.  Karr 
says  you  shot  that  grocer  .  .  .  Yon  say  you  didn't  ...  If  you  keep 
on  talking  about  killing  like  that,  I'll  begin  to  believe  maybe 
you  did  .   .   ! 

White  (conciliatory)  :  Baby,  listen  .  .  I  didn't  shoot  that  guy  .  .  . 
Now,  all  I  want  is  to  get  away  ...  Do  you  want  me  to  — 

Rose  :  All  I  want  is  what's  best  for  us  .  .  .  You  and  me  .  .  . 

White:  That's  what  you  gotta  decide  .  .  .  Help  me  —  or  kill  me 
.  .  .  (Rose  is  torn,  she  is  frantic,  she  loves  the  guy. 
but   she   has   doubts  and   fears.     she   looks   toward 
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Vincent  and  Helen   .   .   .   she  looks  down  at  Larry 
White,     she    starts   to   turn   away  —  as   though   to 
leave,  but  she  comes  back.  .  .  .    puts  her  face  down 
into  Larry's  neck) 
Rose  (whispering)  :  I'll  do  anything  you  want  me  to  do.  .  .  . 

First  commercial 

Scene   2A 

(The  hallway  at  the  bottom  of  the  stairs,  continuing 

scene    1) 
Rose  :  I  love  you  .  .  .  You're  no  good  .  .  .  But  I  love  you  .  .  . 
White  :  Like  I  told  you  .  .  .  Slug  the  dame  .  .  .  All  right  .  .  .  Get  her 

gun  .  .  .  Let  me  have  it  .  .  .  I'll  take  it  from  there  .  .  . 
Rose  :    Larry  —  no  shooting  .   .   . 
White:  When  a  guy's  got  a  gun  he  don't  have  to  shoot,  baby  .  .  . 

Her  gun  and  the  key  to  these  cuffs  from  the  cop  —  and  we're 

outa  here  like  a  breeze  .  .  . 
Rose:  How  can  I  —  er  —  slug  her  .  .  .  .  ? 
White:  Get  sick  .  .  .  You're  ready  to  collapse  on  account  of  I'm 

paralyzed  .  .  .  You  love  me  .  .  .  Faint  .  .  .  Dames  can  always 

faint  and  who  knows  it  better  than  another  dame  .  .  .  ?    Get 

me  .   .   . 
Split  to  — 

Scene   2B 

(Front  hallway  outside  Rose's  dressing  room  —  in  the 

telephone  area.    Mike  is  at  the  phone,    he  dials  .  .  . 

and  waits) 
Split  to  — 

Scene   2C 

(Come  in  on  the  telephone  at  Mattie's  home.) 

Sound:    the   telephone. 

(Sara  picks  it  up  quickly) 

Intercut 

Sara:    Hello  .   .   .  hello  — 

Mike:    Sara  .   .   .  It's  me  .   .   . 

Sara:  Oh,  Mike  —  Mike,  .  .  .  are  you  —  all  right  .  .  .  ? 

Mike:  I  couldn't  be  allrighter,  darling  .  .  . 
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Sara:  Did  you  —  I  mean  —  have  you  —  er  —  is  he  — 

Mike  :  Where  do  you  want  to  go  on  your  honeymoon  .  .  .  ? 

Sara:    Mike  —  you  got  him  .   .   ! 

Mike:  Yes,  darling  .  .  .  Yes  .  .  .  He's  wearing  a  beautiful  pair  of 
steel  bracelets  .  .  .  It's  all  over  —  except  for  a  few  details,  this 
way  and  that  .   .   . 

Sara:  Oh,  I'm  so  glad  .  .  .  I've  been  so  miserable  and  afraid  for  the 
last  four  hours  .  .  . 

Mike:  Don't.  .  .  .  It'll  take  a  little  while  to  go  through  the  formal- 
ities and  so  I  may  not  get  to  see  you  tonight  — 

Sara:  Can't  you  stop  by  so  that  I  can  be  sure  you're  —  all  in  one 
piece  .   .   .   ? 

Mike:  It's  late  ...  I  don't  want  to  keep  you  up  .  .  .  It's  way  after 
midnight   .   .    . 

Sara:  After  a  night  like  this,  do  you  think  I  could  sleep  until  you've 
kissed  me  goodnight  .   .   .   ? 

Mike:  That  does  it  .  .  !  I'll  be  there  even  if  it's  at  sunrise.  .  .  . 

Sara:    Was  there  any  —  trouble  .   .   .   ? 

Mike:  No  —  just  routine  ...  He  came,  we  tapped  him  —  he  gave 
up  .  .  .  We'll  take  him  in  —  and  tomorrow  morning  I'll  put  in 
for  extended  leave  and  next  week  —  right  after  the  wedding, 
we'll  start  off  for  —  Where  do  you  want  to  go  for  a  honey- 
moon  .   .   .   ? 

Sara:  I  don't  care  ....  as  long  as  we  both  go  there  .  .  . 

Mike:  I  wouldn't  go  on  my  honeymoon  with  anyone  else  .  .  .  (they 
laugh) 

Sara:  If  you  did,  I'd  scratch  her  eyes  out  .  .  .  (Charlie  comes  to 
Mike.    Mike  turns,  sees  him) 

Mike:  Wait  a  minute,  Sara  .  .  .  (to  Charlie)  Want  me,  Char- 
lie ...   ? 

Charlie  :  I  didn't  know  you  were  talking  to  Sara  .  .  .  Duncan  wants 
to  see  you  .   .   . 

Mike:    Duncan   .   .   .   .   ?  W7hat  for  ...   ? 

Charlie  :  He  wants  to  sing  .  .  .  He's  so  scared  he's  got  palsy  .  .  .  He 
won't  talk  to  anybody  but  you,  and  he  wants  to  tell  all  he  knows 
before  we  book  him  ...  I  think  you  ought  to  let  him,  Mike  .  .  . 

Mike:  Yes  .  .  .  the  d.  a.  might  find  him  useful  .  .  . 

Charlie:  Have  you  told  Sara  the  news  .  .  .  ? 

Mike:   Yes. 

Charlie  :    Happy,  I  bet  —  huh  .   .   .   ? 
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Mike  (in  the  phone):  Sara  —  Charlie  wants  to  know  if  you're 

happy  .   .   . 
Sara:  I'm  up  in  the  clouds,  darling  —  floating  on  air.  .  .  . 
Mike  (to  Charlie):  She  said  yes  .  .  .  (in  the  phone)  I've  got 

to  go  now,  Sara  .  .  I'll  call  you  back  so  you'll  know  when  to 

expect  me  .   .   . 
Sara:    Don't  be  long  .   .   . 

(Mike  hangs  up.    Mike  and  Charlie  start  away.) 
Charlie  (as  they  go)  :  I  still  say  it  was  a  dirty  low-down  thing  to 

do,  not  letting  me  have  that  guy  .  .  . 
Mike  :  Now,  Sergeant  .  .  .  That's  no  way  to  talk  to  your  superior  .  .  . 
They  exit 
Split  to  — 

Scene   2D 

(The  hallway  at  the  foot  of  the  stairs,  continuing) 
[Note  —  although  Vincent  and  Helen  have  been  placed 

on   the    stairs,   they   would   not   have   been    static. 

there    would    be    movement,    cigarettes,    etc.     we 

would    see    occasional    shots    of    them,    obviously 

watching   White's    every    move,     they   walk   about, 

too,  always  in  sight,  and  even  come  to  White  and 

stand  for  a  beat  or  two,  interrupting  the  dialog. 

any  such  interruptions  would  be  covered  by  kissing. 

Vincent  and/or  Helen  would  respect  such  intimacy 

by  moving  away.] 
(Come  in  on  a  close  shot  of  White  and  Rose) 
White:  We  ain't  got  much  time,  baby  —  once  the  ambulance  gets 

here,  the  jig's  up  —  so  start  acting  .  .  . 
Rose  :  No  shooting,  Larry  —  remember  —  no  shooting. 
White:   Get  on  with  it! 
(Rose  sits  up,  appears  to  try  to  get  up,  but  she  weaves 

unsteadily,     she   holds   her   head,   and   staggers   to 

her  feet,  only  to  sag  down  again) 
White  (loudly):  Rose  —  what's  the  matter,  baby  .  .  .  ?  Rose  .  .  ! 
(Helen  and  Vincent  are  quickly  alert,    they  hurry  to 

Rose.) 
Vincent:   What's  wrong,  here  .   .   ! 
White:    Look  at  her  .   .   ! 
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Helen:   What's  the  matter,  Rose  .   .   .   ? 

(Helen  supports  Rose,  helping  her  to  her  feet) 

Rose:  I  —  I  thought  I  was  going  to  —  to  faint,  I  guess. 

White:   Do  somethin'  for  her  .   .   ! 

Vincent:  The  doctor  ought  to  be  here  any  minute.  .  .  . 

White  :  That  don't  do  her  no  good  now  .  .  . 

(Helen  is  no  fool,  she  studies  Rose  closely,  is  she 
really  sick?  the  strain  of  it  all,  tears,  etc.  would 
give  Rose  the  appearance  of  her  fainting  spell 
being  genuine,  and  helen  decides  it  is) 

Vincent  (to  Helen)  :   Take  her  into  her  dressing-room,  Helen  .  .  . 

Rose  (quickly):  No  —  no,  I  won't  leave  Larry  ...  I  want  to 
be  here  when  the  doctor  comes  —  I  won't  leave  him  .  .  . 
(Rose's  near  hysteria  is  almost  real) 

Helen  (takes  her  coat  and  throws  it  around  Rose's 
shoulders):  All  right,  all  right,  Rose  .  .  .  Come  over  and  sit 
down  on  the  stairs  —  it's  cooler  there  .  .  .  (Helen  starts 
to  lead  Rose  to  the  stairs,  this  is  not  according  to 
plan.    White  scowls) 

Rose:  No  —  no,  I  got  to  keep  moving  ...  I  want  to  walk  .  .  .  I'll 
be  all  right  in  a  few  minutes  .  .  .  Sitting  down  is  —  no  good  .  .  . 

Helen:  All  right  .  .  .  Up  and  down  the  hall  a  few  times  .  .  .  How's 
that  .    .    .    ? 

Rose  :  Could  I  have  some  fresh  air  ...  ?  Could  I  go  up  to  the 
roof  .  .  .  ?    It's  just  nerves,  that's  all  .  .  . 

Helen:  You've  had  a  rough  night  .  .  . 

Rose:  You  can  say  that  again  .  .  .  (she  starts  to  climb  a  step 

OR   TWO,   AND    STAGGERS.     HAND   TO   HEAD   DIZZILY) 

White  :  Do  somethin'  for  her  .  .  . 

Vincent:  She'll  be  all  right  .  .  .  The  doctor  can  give  her  some- 
thing .   .   . 

Rose  :  I've  got  to  keep  moving  .  .  .  I'm  that  way  when  I  get  like  this 
.  .  .  I'm  highstrung  —  fresh  air's  the  best  thing  for  me  .  .  .  Let's 
go  to  the  roof  .   .   . 

Helen:  All  right  .  .  .  Let's  try  the  stairs  again  .  .  .  (she  supports 
Rose)  Think  you  can  make  it  now  .  .  .  ? 

Rose:  Yes  .  .  .  Thanks  for  —  for  helping  me  .  .  .  (Rose  climbs 
the  stairs  slowly  with  helen's  help.  vlncent  and 
White  watch  them  walk  up.  White's  face  would 
be  interesting  to  see  as  he  realizes  that  his  plan 
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IS  WORKING  ...  SO  FAR,  AT  LEAST.  WE  SHOULD  SEE  THE 
TWO  GIRLS  GOING  OUT  OF   SIGHT.) 

White  (smiles  —  to  Vincent):  Let  me  have  another  butt  .  .  . 
(as  Vincent  obliges,  we  fade.) 
Second  commercial 

Scene  3A 

(The  corridor  near  the  roof.  Rose  and  Helen  come  out 
of  exit  door  and  walk  toward  the  roof,  but  stop  at 
the  door  which  ends  the  corridor.  [mark  the  door: 
"props  —  keep  out"]  they  walk  slowly.  rose  stops 
a  time  or  two  to  emphasize  her  weak  helplessness, 
having  stopped  before,  helen  is  not  suspicious  when 
Rose  stops  again  —  and  right  at  the  prop-room  door. 
Rose  supports  herself  by  holding  onto  the  knob  of 
the  door.  Rose's  face  is  strained,  alert,  and  calcu- 
lating AS  SHE  PLANS  WHAT  SHE  WILL  DO.  SHE  TURNS  THE 
KNOB  AND  THE  DOOR  SWINGS  OPEN.  SHE  LOOKS  BEHIND 
THEM  TO  BE  CERTAIN  THEY  ARE  ALONE,  THEN  SHE  TURNS 
AS  THOUGH  TO  GO  BACK.  THIS  THROWS  HELEN  OFF.  .  .  .) 

Helen:  This  is  not  the  door  to  the  roof  .  .  .  It's  that  way  .  .  .  (she 

points) 
Rose  (casually)  :  I  didn't  mean  to  open  the  door  .  .  .  That's  the 

prop-room  ...  I  better  close  it  .  .  .  (and  she  wavers) 
Helen:  I'll  do  it  .  .  .  (She  turns  to  reach  in  for  the  door 

KNOB.  HER  BACK  IS  TO  ROSE.  A  QUICK  LOOK  UP  AND  DOWN 
THE  HALL,  AND  THEN  ROSE  PUSHES  HELEN'S  BACK  WITH 
BOTH  HANDS.  .  .  .  PUSHES  HARD  ENOUGH  FOR  HELEN  TO 
FALL  FORWARD  INTO  THE  PROP  ROOM.  Helen's  COAT 
FALLS     FROM     Rose's     SHOULDERS     TO     THE     FLOOR.       ROSE 

steps  quickly  inside  and  closes  the  door.    hold  on 
the  closed  door  and  on  the  coat  lying  crumpled  just 
outside  it.) 
[Note:  the  coat  lying  there  permits  our  viewers  to  won- 
der IF  SOMEONE  WILL  SEE  THE  COAT  THERE.] 

(Then  the  door  opens  slowly  —  very  slowly,  who  will 
come  out?  Rose  appears,  disheveled  and  panting, 
she  has  Helen's  gun  in  her  hand,  she  looks  back, 
apparently  helen  has   gone   bye-bye.     she   wonders 
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where  to  hide  the  gun.  she  sees  the  coat.  thank 
God  for  the  coat,  she  hurriedly  throws  it  over  her 
shoulders  as  before,  draws  it  around  her  and  as  she 
walks  back  toward  the  stairs  we  know  that  the  gun 
is  in  her  possession.  she  disappears  in  the  stair- 
WELL.) 

Scene  3B 

(Hallway  and  stairs  in  back  of  Rose's  dressing  room. 
White  on  the  floor,  Vincent  leaning  over  White 
giving  a  routine  check-up  to  his  condition  and  ad- 
JUSTING his  "pillow."  Rose  (who  has  walked  stairs 
to  6th  floor)  appears  at  the  stairs.  Vincent's  back 
is  turned  to  her.  Larry  White  sees  her,  and  we 
watch  his  eyes  gleam  as  he  notices  that  Rose  is 
alone.  she  gives  him  an  okay  sign  and  points  to  her 
hidden  hand.  this  could  happen  during  following 
dialogue.) 

Vincent  (paying  particular  attention  to  White's  legs): 
Feel  any  better? 

White:  No  .  .  . 

Vincent:  Well,  the  ambulance  will  be  here  anv  minute  .  .  .  Hurt 
at  all  ...  ? 

White:  No  .  .  .  Numb  .  .  .  No  feelin'  down  there  .  .  .  When's  that 
doc  goin'  to  get  here  ...  A  guy  could  pass  out  waitin'  .  .  ! 

Vincent:  Any  minute,  I  just  said  .  .  .  (Rose  descends  stairs. 
Vincent  turns  and  sees  her.  nothing  seems  amiss) 
Feel  better,  now  .  .  .  ? 

Rose:  Yeah  .  .  .  Lots  better  .  .  . 

Vincent:  That's  good  .  .  .  (Then  he  notices  that  Helen 
isn't  with  Rose,  he  is  not  alarmed,  even  casual) 
Where's  Sgt.  Kilbourn  .  .  .  ? 

Rose:  She's  coming  .  .  . 

(Vincent  would  instinctively  turn  to  face  in  the  direc- 
tion in  which  Helen  would  appear,  this  turns  his 
back  to  White  and  to  Rose  who  has  stepped  closer 
to  White,  she  holds  out  her  hand.  White  takes  it 
and  pulls  himself  quickly  to  his  feet,  grabs  the  gun 
as  quickly  as  he  can,  being  handcuffed,  and  he  stands 
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at  the  ready,  waiting  for  vlncent  to  turn.  he  hasn't 
long  to  "wait"  because  vlncent  had  turned  away 
only  for  a  few  seconds.  as  he  turns  back,  he  faces 
Larry  White  —  and  the  gun.  his  jaw  falls,  eyes  pop. 
he  starts  to  reach  for  his  gun.) 
White  :  Don't  do  it,  cop  .  .  .  !    Reach  up  high  .  .  .  !    (Vincent 

STOPS.     HANDS  UP.    WHITE  IS  A  KILLER.     THERE'S  NO  POINT 
IN    COMMITTING    SUICIDE.) 

Vincent:  Where  —  where's  Sgt.  Kilbourn  .  .  .  ? 

White  :  Yeah  —  where  is  she,  Rose  .  .  .  ? 

Rose  :   In  the  prop-room  .  .  . 

Vincent:  What  did  you  do  to  her  .  .  .  ? 

Rose:  She's  all  right  .  .  .  She's  not  hurt  —  much  .  .  . 

White:  Get  his  gun,  Rose  —  from  behind  —  and  you  (to  Vin- 
cent) Don't  you  even  breathe  while  she  does  it  .  .  .  (Rose 
opens  Vincent's  coat,  and  holster  is  visible,  she 
takes  the  gun  from  it.)  Put  it  in  my  coat  pocket,  Rose 
.  .  .  (to  Vincent)  Now  the  key  to  these  things  .  .  .  Which 
pocket  you  got  it  in   .    .    . 

Vincent:  You  can't  get  away  with  this,  White  .  .  .  You  ought  to 
know  that  .  .  . 

White:  The  key  .  .  . 

Vincent:  No  .  .  . 

White:  Then  this  is  it,  Sgt.  .  .  .  and  it'll  be  a  pleasure  ...  I  only 
wish  it  was  Karr  .  .  .  (White's  grimness  and  Vincent's 
expression  indicate  that  White  is  going  to  pull  the 
trigger.  but  rose  still  doesn't  want  any  shooting 
and  she  goes  to  white  impulsively.) 

Rose:  Larry  —  no  .  .  .  No,  Larry! 

White  (brushing  her  aside):  Don't  you  get  between  us  —  (to 
Vincent)  And  you  don't  you  move  .  .  .  (The  split-second 
interval  gives  Vincent  the  impulse  to  go  for  White, 
hand  starting  for  white's  coat  pocket,  but  white 
IS  on  the  ball.) 

Rose  :  No  shooting,  Larry  —  you  promised  .  .  .  You  promised  .  .  ! 

Vincent:  You'd  better  take  her  advice,  White  .  .  .  You  can't  get 
away  with  it  .  .  .  Our  men  are  all  around  the  place.  .  .  . 

Rose  (to  pacify  White  who  gets  obvious  pleasure  out  of 
the  situation):  I'll  get  the  key  from  him,  Larry  .  .  .  I'll  find 
it  and  you  can  get  those  things  off  and  like  you  said  —  we  can 
get  away  .  .  . 
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White:  Shut  up  .  .  .  (vicious  sneer)  Ready,  Sgt.  .  .  .  ?  Ready  to 
go  ...  ? 

Rose  (horrified)  :  Larry  —  you  want  to  kill  him  .  .  ! 

White  :  Like  I  said  —  it'll  be  a  pleasure  .  .  . 

Vincent:  Suppose  I  give  you  the  key  .  .  .  ? 

Rose  (to  Vincent):  Will  you  .  .  .  ? 

White  (sneer):  Oh  —  you  want  to  make  a  deal  .  .  .  ? 

Vincent:  Let's  talk  about  it  .  .  . 

White  :  There's  no  time  to  talk  .  .  . 

Rose:  Listen  to  what  he  wants  to  say  .  .  (She  makes  an  impul- 
sive   MOVE    TOWARD    HIM    AGAIN.      SHE    COULD,    OF    COURSE, 

throw  White  enough  off-balance  or  even  step  be- 
tween   THE    MEN    TO    GIVE    VlNCENT    A    CHANCE    TO    FIGHT 

back.  White  knows  this  and  so  as  Rose  appears  to  in- 
terfere, HE  SHOULDERS  HER  AWAY  ROUGHLY.  THEN  HE 
STEPS   BACK  ENOUGH    SO   THAT   HE   HAS   HER   COVERED,   TOO) 

White:  Stay  away  from  me,  Rose  .  .  .  Try  that  again  and  you'll  get 
yours,  too  .  .  .  ! 

Vincent:  I  think  he  means  it,  Miss  LaTour  .  .  . 

Rose  (understated  shock  —  toneless):  Larry  —  what  thev 
said  about  vou  was  right  .  .  .  You  —  are  a  killer  .  .  .  You  want 
to  kill  .  .  ! 

Vincent:  But  you  want  even  more  to  have  your  chance  to  escape, 
don't  you  .  .  .  ? 

White:   Got  something  in  mind,  Sgt 

Vincent:  Suppose  I  give  you  the  key.  .  .  . 

Rose:  Oh,  do  that  .  .  .  please  —  do  that  and  then  he  won't  shoot  — 

Vincent:  It  would  save  you  the  trouble  of  searching  for  it  .  .  . 

White:  Yeah  .  .  .  Then  give  it  to  me  .  .  (eyeing  White  nar- 
rowly, Vincent  slowly  brings  his  hands  down.  White 
doesn't  like  that.)  Oh,  no  —  no,  you  don't  .  .  .  !  You 
don't  catch  me  with  a  trick  like  that  .  .  .  Keep  your  hands 
up  .  .  .   Which  pocket  is  it  in  ...  ? 

Vincent:  What  do  I  do  —  tell  you  and  then  get  knocked  off  .  .  ? 

Rose  :  Promise  him,  Larry  .  .  .  Promise  him  you  won't  shoot  .  .  ! 

[Note:  —  Vincent  is  not  craven,  nor  is  he  going  to  make 
a  deal  with  White  that  would  turn  him  loose  and 
perhaps  mean  the  death  of  one  or  more  of  his  men. 
on  the  other  hand,  he  doesnt  want  to  die.  his  only 
strategy  is  to  play  for  time.  this  should  be  clear 
to  the  viewers.] 
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White  (with  a  leer)  :  Sure  —  I'll  promise  .  .  .  Which 
pocket  .  .  .  ? 

Vincent:  I  don't  believe  your  promises  are  worth  very  much  .  .  . 

White  :  Quit  stalling  .  .  !   There's  no  time  to  waste  .  .  . 

Rose  :  I'll  find  it,  Larry  .  .  .  I'll  find  the  key  ...  If  I  do  —  will  you 
go  —  run  away  if  you  can  —  and  not  kill  anybody  .  .  . 

White:  Go  ahead  .  .  .  Hurry  up  ...  I  got  to  get  these  things  offa 
me  .  .  .  (Rose  searches  Vincent's  pockets  —  from  be- 
hind so  Larry  can  cover  him  —  always  keeping  a 
clear  shot  and  staying  far  enough  away  so  that  vln- 
cent  could  not  reach  him  readily.  close  shots  of 
all  could  be  effective  here.  in  a  previous  script, 
Vincent  put  White's  gun  in  his  pocket.  Rose  finds 
it  in  Vincent's  coat  pocket,    she  holds  it  up.) 

White:  So  that's  why  you  wanted  to  get  your  hand  in  your 
pocket  .  .  !  (to  Rose)  Give  it  to  me  .  .  .  (he  takes  it,  looks 
at  it.)   My  gun  .  .  .  (Rose  searches  and  finds  the  key.) 

Rose:  Is  this  it  ...  ? 

White:  Try  it  .  .  .  (he  holds  out  his  hands,  of  course,  keep- 
ing THE  GUN  POINTED  AT  VlNCENT.  ROSE  —  STILL  CARE- 
FUL NOT  TO  COME  CLOSE  TO  LARRY  —  AND  KEEPING  TO 
ONE  SIDE,  FUMBLES  WITH  THE  CUFFS  AND  THE  KEY.  HER 
HANDS  TREMBLE.  A  CU  OF  THE  WRISTS,  GUN  AND  HER 
HANDS.  IT  IS  THE  KEY.  THE  CUFFS  COME  APART.  WHITE 
IS  FREE.  HE  PUSHES  ROSE  AWAY  FROM  HIM.) 

White  (elated):  Now  ....  now,  Sgt.    Got  any  more  deals  you 

want  to  make  .  .  .  ? 
Vincent:  Any  offers  .  .  .  ? 
White:  No  .  .  .  Said  your  prayers  yet  .  .  .  ? 

(HE  TENSES  AND  THE  KILL  IS  IMMINENT) 

Vincent:  Had  you  thought  of  this,  White?  The  sound  of  a  shot 
will  be  heard  all  over  the  building  .  .  .  Thirty  seconds  after  the 
shot  my  men  will  be  here  .  .  .  How  far  away  can  you  get  in 
thirty  seconds  .  .  .  ? 

White  (a  beat)  :  That's  the  first  thing  you've  said  that  makes 
sense  .  .  .  (he  tosses  the  handcuffs  to  Rose)  (to  Vin- 
cent) Get  over  to  the  rail  .  .  .  Go  on  .  .  .  Hurry  up  .  .  . 
(Vincent  obeys.    Rose  stands  uncertainly) 

White:  Put  one  cuff  on  his  wrist  and  clamp  it  shut.  .  .  .  (she 
does)     Now,    the    other    cuff    on    the    rail.   .     .     .      (she 
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does)  Give  me  the  key  .  .  .  (she  hands  it  to  him.  he  puts 
it  in  his  pocket.  he  places  the  gun  in  his  shoulder 
holster  or  pocket.  [he  has  three  of  them  now]  he 
goes  to  Vincent,  removes  wallet,  papers,  badge,  etc. 
from  his  pocket.) 
White:  Money,  papers,  badge  —  all  very  useful  .  .  .  (he  starts 

AWAY,   THEN  WITH   A  GESTURE    TOWARD   HIS   GUN)    I  OUghta 

let  you  have  it  .  .  (he  doesn't  draw)  I'm  always  goin'  to  be 
sorry  I  didn't  ...  (he  starts  away  again)  Come  on, 
Rose  .  .  . 

Rose:  No  .  .  . 

White  :  I  said  come  on.  .  .  .   We  only  got  seconds  — 

Rose:   I  said,  no.   .   .   . 

White  :  You'd  better,  baby  .  .  !   Get  goin'  .... 

Rose  :  Get  away  if  you  think  you  can  .  .  .  but  not  with  me  .  .  .  It's 
like  I  see  you  for  the  first  time  .  .  .  How  could  I  have  been  such 
a  blind  fool  .  .  !  You're  a  killer,  Larry  —  a  dirty,  no  good 
killer  — 

Third  commercial 

Scene   4A 

(Hallway  at  the  foot  of  the  stairs,  continuing.) 

White:  You  heard  me,  Rose  .  .  .  Put  the  coat  on  — 

Rose:  I'm  not  going  with  you,  Larry  .  .  .  You're  a  killer,  a  dirty 
killer  who  shoots  for  the  fun  of  hearing  the  gun  go  off  —  and 
who  likes  to  see  people  die  ...  As  far  as  I'm  concerned  you're 
dead  ...  I  thought  I  loved  you,  but  now  —  well,  go  ahead  — 
try  to  get  away  and  if  you  do,  just  keep  going  ...  I  never  want 
to  see  you  again  .  .  . 

White:  I  need  you,  Rose  .  .  . 

Rose:  Beat  it  .  .  . 

White  :  I  need  you  to  go  in  front  of  me  —  so  that  if  any  cop  tries 
to  stop  me,  he's  got  to  plug  you  first  .  .  . 

Rose:  No,  thank  you  .  .  !  (he  takes  her  arm  as  though  to 
force  her)  Take  your  hands  off  me  .  .  .  All  that  talk  about 
how  much  you  love  me  was  nothing  but  lies  .  .  .  You've  been 
using  me  for  a  good  thing  — 

White:   Get  goin'  — 

Rose  (struggling  to  free  herself):  No  —  you're  not  going 
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to  use  me  to  hide  behind  —  you're  a  coward,  and  gun-crazy, 
that's  what  you  are  — 

White:  I  ain't  got  time  to  argue  — 

Rose:  —  gun-crazy,  and  I  hope  they  get  you  ...  I  hope  they  get 
you  good  — 

White:  Okay,  baby  —  you  asked  for  it  .  .  !  (he  socks  her.  we 
don't  want  to  see  the  actual  blow,  then  cut  to  a 
reaction  shot  of  vlncent,  then  back  to  larry  look- 
ing down.  he  sees  that  she  is  out  of  commission,  and 
as  he  takes  a  look  at  vlncent,  he  draws  his  gun  as 
though  to  let  him  have  it  after  all,  then  he  turns 
and  hurries  down  the  hall  opposite  the  stairs,  out 

OF    SIGHT) 

Split  to  — 

Scene  4B 

(The  front  hallway  area  outside  Rose's  dressing  room. 
Mike  and  Charlie  enter  the  frame,  and  Mike  drops 
a  coin  and  dials) 

Mike:  Dismiss  the  detail,  Charlie  .  .  .  All  men  back  to  their  sta- 
tions .  .  .  And  see  what  happened  to  that  ambulance  .  .  ! 

Charlie  :  Okay  .  .  .  I'll  do  the  mop-up,  Mike  .  .  .  Why  don't  you  go 
and  tell  Sara  goodnight  .  .  .  ? 

Mike  :  I  will  as  soon  as  the  ambulance  gets  here  ...  I  want  to  know 
how  badly  hurt  White  is  .  .  . 

Charlie:  The  doc  ought  to  be  here  by  now  .  .  . 

Mike  :  Any  minute  .  .  . 

Charlie:  Yeah  .  .  .  (Charlie  exits  the  frame) 

Split  to  — 

Scene  4C 

(Varied  shots  of  White  on  his  way  to  escape  along  light 
board  —  next  to  freight  elevator,  cut  back  to 
Mike  dialing,  back  to  White  going  toward  Mike's 
area.  he  is  very  cautious,  having  his  gun  ready  for 
use.  he  still  is  in  uniform,  of  course.  we  cut  in 
several  of  these  shots  during  mlke's  telephone 
conversation  to  show  white's  progress  and  feeding 
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the  viewer  s  anticipation  of  the  inevitable  meeting 
between  Mike  and  Larry  White.) 

Scene  4D 

(Hallway  area.    Mike,  at  the  telephone.) 

Mike:    Sara  .   .   .   ? 

Sara:  Yes,  Mike  .  .  !    Is  everything  all  right  .  .  .  ? 

Mike:   All  clear,  darling  .   .   . 

Split  to  — 

Scene  4E 

(Mattie's  telephone,  a  close  shot  of  Sara) 

Intercut 

Sara:  Oh,  I'm  so  glad  .  .  .  Grace  and  I  have  been  telling  each  other 

how  wonderful  it  is,  ever  since  you  called  before  .   .   . 
Mike:    Is  Grace  still  there  .   .   .   ? 
Sara:  Yes,  she  was  trying  on  her  dress  for  the  wedding  —  and  then 

she  stayed  on  when  I  found  out  what  you  were  doing  ...  Is 

Charlie  all  right  .   .   .   ? 
Mike:  Yes  ...  I'll  be  leaving  in  a  few  minutes  .  .  .  (we  are  with 

Mike  now  .  .  .  and  beyond  him,  as  he  talks,  we  see 

White  in  uniform,  pass  by  Mike's  back  and  exit  studio 

door,  near  pay  phone)  (white  to  use  stairs  to  6th 

floor)  I'm  only  waiting  for  the  ambulance  .  .  . 
Sara:   Ambulance  .  .   !    Who's  hurt,  Mike  .   .   .   ? 
Mike  :  White  fell  down  the  stairs  .  .  .  Hurt  his  back  ...  I  want  to 

know  what  the  doc  says,  then  I'll  stop  by  your  house  on  the 

way  home  and  tell  you  goodnight  — 
Sara:  I'll  wait  and  if  it  takes  all  night  .  .  .  I'll  have  a  pot  of  coffee 

ready  —  and  a  cake  mother  baked  .  .  . 
Mike:  That  sounds  great  ...  By  the  way,  have  you  made  up  your 

mind  where  we  are  going  on  our  honeymoon  .  .  .  ? 
Sara:  We'll  talk  about  it  when  you  get  here  .  .  . 
Mike:  Boy,  am  I  glad  this  is  over  .  .  .  Imagine,  in  one  week,  Mr. 

and  Mrs.  Mike  Karr  will  be  setting  sail  for  a  distant  isle  in 

the  South  Sea  .   .   . 
Sara   (laughs):    You   sound  like   a  travelogue  —  but  it  sounds 

wonderful  .   .   . 
Mike:  You  bet  it  does  .  .  .  Tomorrow  morning,  you  and  I  have  a 
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date  at  the  Acme  Travel  Agency  .  .  .  (use  as  much  of  the 

ABOVE  AS  IS  NEEDED  TO  GET  WHITE  TO  BANNISTER  AT  6TH 
FLOOR,  OUTSIDE  CONTROL  ROOM,  AND  ESTABLISH  HIM  EXIT- 
ING FROM  DOOR,   AND   STEPPING  OUT.) 

White  (interrupts  by  calling)  :  Excuse  me,  Lieutenant,  but 

it's  urgent  .  .  . 
Mike:    Hold  it  a  second,  darling  .   .   .   (he   steps  away  from 

PHONE  WHICH  HE  LEAVES  DANGLING  TO  SEE  WHO  CALLED 
HIM.     HE   SEES  A  UNIFORMED  MAN   UPSTAIRS,  AND  CALLS:) 

What  is  it,  off  —  (he  recognizes  White,  reaches  for 

HIS    GUN,    BUT    IT'S    TOO    LATE.) 

White:  Don't  say  I  didn't  warn  you,  Karr  .  .  .  (White  shoots) 

(Mike  crumples,  but  even  as  he  falls,  he  aims  up  and 
fires.  White  runs  out  of  sight  into  the  door,  ap- 
parently unhurt.  Mike  lies  still  on  the  floor  near 
the  phone.    the  phone  dangles  from  the  cord.) 

(cut  to  Sara  at  the  phone) 

Sara:  Mike  —  are  you  there  .  .  .  ?  (alarmed)  Mike  —  answer 
me  .  .  .  What  happened  .  .  .  ?    Hello,  hello  —  Mike.  .  .  . 

(Cut  to  the  hallway,  hold  on  Mike  lying  still  as  death, 
the  phone  dangles) 

Sara  (In  rasping  filter  as  we  would  hear  it  indistinctly, 
away  from  the  phone  ) :  Mike  —  Mike  —  answer  me  .  .  . 
Are  you  there  —  what  happened  .  .  .  Oh,  dear  God  — 
MIKE  .  .   !   ! 

Fade 

Fourth  commercial 

Teaser  scene   ("Next  Monday") 

Rose's  dressing  room.  Rose  lies  on  couch,  hiding  her  face, 

sobbing  uncontrolled.    Charlie  stands  over  her  — 

hard,   stone-faced. 
Rose  (between  sobs):  I'm  sorry  —  I'm  sorry  —  I  didn't  believe 

he  would  —  I'm  sorry  — 
Charlie  :  Too  late  for  that,  Miss  LaTour  .  .  .  get  up,  and  stop  the 

hysterics  .  .  .  where's  your  boyfriend  .  .  . 
Rose:    I  don't  know  —  I  swear  .   .   . 
Charlie  :  You'd  better  remember  .  .  .  Because  you're  in  real  trouble 

now,  Rose  .  .  .  You  saw  him  lying  out  there  —  and  you  know 
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who  gave  the  gun  to  White  .  .  .  ?  (sharp  and  cold)  You 

did  .   .   ! 
Rose  (calmer  now):  Is  he  —  is  Lt.  Karr  —  dead  .  .  .  ? 
Dissolve  to  closing  billboard  film. 


SCRIPT    ANALYSIS 

You  will  note  that 
"The  Edge  of  Night"  avoids  cumbersome  lead-ins.  The  scene  picks 
up  immediately  from  the  previous  episode.  Actually,  the  first  scene 
is  in  the  nature  of  a  teaser  building  up  suspense  to  hold  the  audience 
through  the  first  commercial. 

In  the  dialogue  between  Rose  and  Larry  White,  we  have  some 
examples  of  exposition  which  tell  us  why  Larry  is  being  held  prisoner. 
Rose  says:  ".  .  .  so  they  got  you  .  .  .  Robbery.  .  .  ."  and  a  moment 
later,  "Lt.  Karr  says  you  shot  that  grocer."  This  is  a  reiteration  of  the 
plot  line  so  that  even  if  we  had  missed  a  few  previous  episodes  we 
would  be  aware  of  the  reasons  for  Larry's  predicament. 

We  have  mentioned  that  the  daily  serials  avoid  flashbacks  but 
do  utilize  simultaneous  time  sequences.  Scenes  2B  and  2C  are  illus- 
trative of  this  technique. 

One  of  the  main  story  lines  is  played  up  in  Scene  2C:  the 
romance  between  Mike  and  Sara.  (The  love  affair  of  Rose  and  Larry 
is  a  secondary  or  subplot.)  The  use  of  the  telephone  sequence  serves 
to  keep  the  main  characters  in  the  framework  of  the  episode.  Al- 
though Mike  and  Sara's  conversation  may  appear  innocuous,  it  will 
be  seen  that  their  joy  about  their  forthcoming  wedding  makes  the 
curtain  scene  disaster  more  highly  emotional. 

As  we  follow  the  progress  of  this  episode,  we  find  that  the 
writer  has  a  quadruple  challenge.  There  are  four  commercials  and 
at  each  curtain,  a  minor  crisis  is  introduced.  At  the  second  curtain, 
for  example,  we  are  waiting  to  see  what  will  happen  between  Rose 
and  Helen. 

Scene  3A  is  extremely  visual.  We  make  a  point  of  this  because 
the  current  crop  of  daily  serials  on  television  are  actually  more  audio 
than  video.  In  utilizing  the  visual  as  it  does,  "The  Edge  of  Night" 
proves  itself  a  television  vehicle  rather  than  a  transplanted  radio 
program. 
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All  through  the  episode  we  are  made  aware  of  Larry  White's 
hatred  for  Lt.  Mike  Karr.  In  the  very  first  scene,  Larry  says:  "I'll 
take  that  Karr  guy  with  me  .  .  .  Him,  I  got  to  kill  .  .  .  !"  And  again 
in  Scene  3B  when  Larry  is  holding  the  gun  on  Sgt.  Vincent,  he 
mutters:  "Then  this  is  it,  Sgt.  .  .  .  and  it'll  be  a  pleasure  ...  I  only 
wish  it  was  Karr.  .  .  ."  All  this,  of  course,  is  a  buildup  for  White's 
eventual  meeting  with  the  Lieutenant. 

The  close  of  Scene  3B  brings  us  to  another  crisis.  The  criminal, 
Larry  White,  has  obtained  his  freedom  through  a  ruse  and  through 
playing  on  Rose's  love  for  him.  But  now  Rose  sees  him  for  what  he 
is;  "You're  a  killer,  Larry  —  a  dirty,  no  good  killer  —  "  Curtain. 
Third  commercial. 

Scene  4B  is  another  simultaneous  time  sequence  and  in  Scene 
4C  we  find  extensive  use  of  the  visual,  aptly  indicated  by  the  writer 
as  "Feeding  the  viewer's  anticipation  of  the  inevitable  meeting  be- 
tween Mike  and  Larry  White." 

Scene  4D  is  actually  a  repetition  of  Scene  2C:  the  eagerly  awaited 
honeymoon.  Obviously,  this  will  play  upon  the  sentimentality  of  the 
viewer,  and  you  can  see  now  how  it  heightens  the  tragic  shooting  of 
Mike  Karr.  Remember  that  this  is  a  Friday  script  and  so  we  have  a 
big  crisis:  Is  Mike  dead?  This  will  certainly  hold  the  viewer's  interest 
over  the  weekend  hiatus.  To  additionally  maintain  suspense,  "The 
Edge  of  Night"  employs  a  Teaser  Scene  after  each  episode.  Observe 
how  the  Teaser  Scene  punctuates  the  previous  curtain  scene. 

For  a  daily  serial,  "The  Edge  of  Night"  has  a  rather  surprising 
amount  of  action.  Suppose  we  review  the  action  highlights:  (a)  Larry 
White  induces  Rose  to  aid  his  escape;  (b)  Rose  simulates  a  fainting 
spell,  deceives  Policewoman  Helen  Kilbourn  and  then  pushes  Helen 
into  the  prop  room  and  takes  the  gun  from  her;  (c)  Rose  gets  the 
gun  to  Larry  who  forces  Sgt.  Vincent  to  relinquish  the  key  to  the 
handcuffs;  (d)  After  handcuffing  Sgt.  Vincent,  Larry  goes  on  a 
prowl  for  Lt.  Mike  Karr;  (e)  Larry  finds  Mike  and  shoots  him. 

There  are  about  four  sets  utilized  in  this  episode  with  some 
fragments  of  sets  such  as  those  necessitated  by  the  "Varied  shots  of 
White  at  doors  and  hallways."  Since  one  sequence  of  the  plot  may 
last  for  a  couple  of  weeks  or  more,  the  same  sets,  naturally,  are  used 
over  and  over.  This  has  its  value  economically  in  relation  to  produc- 
tion costs  and  additionally  in  giving  the  actors  familiarity  with  the 
setting. 
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THE    WRITER'S    STAKE 

For  the  writer,  the 
daily  serial  is  an  all-consuming  task:  five  scripts  a  week,  month  in, 
month  out,  year  in,  year  out.  Although  it  is  true  that  because  of 
lead-ins  and  lead-outs,  commercials,  special  offers,  etc.,  the  quarter- 
hour  script  may  not  consume  more  than  eleven  minutes  of  playing 
time,  still  the  fact  remains  that  this  is  a  daily  task.  The  half-hour 
television  serial  which  does  not  utilize  a  lead-in  but  does  make  use  of 
a  teaser,  such  as  "The  Edge  of  Night,"  approximates  twenty-three 
minutes  of  playing  time. 

The  serial  writer  also  has  a  measure  of  security.  Because  of  the 
necessity  of  writing  for  the  same  characters  and  following  a  pre-set 
plot  line,  it  is  to  the  advantage  of  the  producer  to  keep  the  same 
writer  as  long  as  the  writer  is  able  and  willing  to  turn  out  the  scripts. 
This  means  a  steady  income  and,  generally,  a  very  liveable  one  for 
the  writer. 

If  you  are  worried  about  cracking  under  the  strain,  there  is  the 
evidence  of  some  daily  serial  writers  who  have  earned  their  bread 
and  butter,  and  caviar,  too,  for  more  than  a  decade,  dramatizing  the 
trials  and  tribulations  of  noble  women  enduring  the  follies  of  erring 
spouses.  There  are  others  who  have  dropped  quickly  by  the  wayside, 
the  strain  of  keeping  their  characters  in  continual  difficulties  proving 
too  much  for  them! 

We  do  not  know  whether  the  daily  serials  will  invade  the  tele- 
vision airwaves  in  as  much  abundance  as  they  did  radio.  In  radio's 
heyday,  there  were  some  two  dozen  odd  serials  broadcast  every 
weekday.  At  this  writing,  there  are  about  ten  on  television.  The 
chances  are  there  will  be  more  by  the  time  you  read  this  book. 
Although  there  are  a  good  many  daily  serials  still  being  broadcast  on 
radio  today,  their  audience  hold  has  slipped  considerably  which  is 
attested  to  by  the  fact  that  many  of  them  are  only  partially  sponsored. 

If  you  have  an  idea  for  a  daily  serial,  generally,  it  would  be 
necessary  for  you  to  prepare  at  least  three  scripts:  the  first  and 
second  episodes  and  a  future  episode,  possibly  number  twelve  or 
thirteen.  You  would  also  have  to  submit  a  complete  synopsis  of 
your  first  major  story  and  include  a  subplot  or  two.  Many  daily 
serials  are  home-grown  products  of  networks  or  advertising  agencies. 
It  is  possible,  however,  that  an  independent  producer  might  be  inter- 
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ested  in  a  serial  which  he  in  turn  could  sell  to  a  sponsor  through  the 
latter's  advertising  agency.  It  would  most  certainly  be  advisable  for 
the  writer  to  contact  producers  to  ascertain  whether  there  is  any 
interest  before  sitting  down  to  formulate  a  plot  and  write  any  epi- 
sodes for  a  daily  serial. 
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Granted  that  the 
bulk  of  broadcast  drama  is  being  written  for  television,  there  are  still 
quite  a  number  of  plays  regularly  scheduled  on  radio.  To  mention 
a  few,  CBS  has  its  Columbia  Workshop  with  its  experimental  dramas, 
its  adult  western,  "Gunsmoke,"  and  its  daily  quota  of  serials;  NBC 
has  been  presenting  "Five  Star  Matinee,"  half-hour  adaptations  of 
popular  magazine  stories;  ABC  and  MBS  both  have  their  quota  of 
across-the-board  mystery  and  crime  dramas,  with  Mutual  still  pre- 
senting such  long-run  series  as  "Counterspy"  and  "Treasury  Agent." 
CBS  does  especially  well  in  the  latter  field  with  "Suspense,"  "FBI," 
and  'Tours  Truly  Johnny  Dollar,"  among  others.  This  means  that 
there  are  still  a  good  many  writers  tilling  the  radio  fields  and  produc- 
ing a  fairly  substantial  crop. 

On  the  local  level,  some  radio  stations  are  continuing  to  present 
dramatic  programs.  However,  the  drama  has  never  been  a  strong 
point  of  the  smaller  stations.  A  250-watter  in  a  small  town  rarely 
has  available  any  professional  actors,  and  a  dramatic  series  would 
normally  be  too  expensive  for  local  sponsorship.  Some  of  the  larger 
independents  or  network  affiliates  in  the  great  urban  centers  do  have 
the  facilities  and  a  few  of  them  still  present  original  dramas,  notably, 
WMCA  in  New  York  and  its  "New  World  A'Comin'  "  series.  Many 
college  and  university  groups  produce  effective  dramas  either  over 
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the  campus  radio  station  or  the  nearby  local  outlet.  The  productions 
of  the  University  of  North  Carolina  were  recently  given  network 
time  by  NBC.  Station  WTIC,  50,000-watter  in  Hartford,  Connec- 
ticut, has  been  presenting  a  series  called  "Experimental  Radio  The- 
ater" in  cooperation  with  local  little  theater  groups. 

Naturally,  the  big  money  is  in  television.  The  radio  play  today 
has  to  be  produced  at  a  minimum  budget  with  a  minimum  cast.  The 
hour  radio  dramas  with  their  star-studded  casts  are  now  a  matter  of 
history.  All  the  mystery  dramas,  and  they  form  the  bulk  of  radio 
dramatic  fare,  are  taped  after  minimum  rehearsal  time.  The  music, 
in  most  instances,  is  taken  from  recorded  selections.  These  crime 
dramas  have  very  rigid  formulas  and  are  mostly  written  on  assign- 
ment. However,  John  Roeburt,  in  his  contribution  to  the  Mystery 
Writer's  Handbook,  has  a  word  of  hopeful  and  helpful  advice  to  the 
radio  writer  with  a  penchant  for  "whodunits."  "The  writer-producer 
and  the  writer-producer-director,"  states  Mr.  Roeburt,  "are  a  develop- 
ing phenomenon  in  radio  mystery.  ...  He  [the  writer]  can  become 
his  own  packager;  he  can  offer  himself  and  his  own  book  character 
for  station  programming  at  a  flat  price." 

The  concentration  of  existing  radio  drama  is  on  the  shorter 
form:  the  quarter  hour  and  the  half  hour,  the  latter  very  frequently 
shortened  to  twenty-five  minutes  to  permit  the  station  an  additional 
five-minute  newscast.  Since  the  quarter-hour  programs  are  almost  all 
daily  serials,  a  subject  which  we  have  previously  considered,  our 
emphasis  in  this  chapter  will  be  on  the  half-hour  drama. 


THE    TOOLS 

The  basic  elements 
discussed  in  the  chapters  on  the  television  drama  apply  equally  to  the 
radio  drama.  However,  since  radio  lacks  the  all  important  advantage 
of  the  visual,  the  writer  must  use  his  three  tools,  dialogue,  sound, 
music,  with  consummate  skill.  His  pictures  are  verbal;  his  images 
conjured  out  of  sound  and  music.  Not  only  does  the  radio  writer 
have  the  same  problems  of  exposition  as  the  television  writer,  but  he 
must  also  describe  his  settings  verbally.  Where  a  character  in  a  tele- 
vision play  moves  easily  and  quietly  across  a  room  to  a  desk  to  write 
a  check  or  to  a  bookcase  to  choose  a  volume,  the  same  action  in  a 
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radio  drama  must  be  explained  to  the  listener  verbally  and  with 
sound.  Yet  the  radio  dramatist  should  not  be  obvious.  His  necessary 
explanations  of  time  and  place  and  action  should  appear  to  spring 
naturally  from  the  dialogue.  This  is  the  ideal  since  it  accomplishes 
the  task  of  exposition  while  it  moves  the  play.  The  writer  may 
employ  a  narrator  and  tell  his  story  in  the  first  person.  Or  he  may 
simply  utilize  the  announcer  to  describe  changes  of  scene  and  passage 
of  time.  This  latter  device  is  the  most  ineffective  and  the  announcer 
is,  in  reality,  a  crutch. 


DIALOGUE 

Suppose  we  see  how 
dialogue  is  used  to  describe  three  essential  elements  to  the  listener: 
Place,  Time  and  Action. 


Place 

Here  is  a  scene 
from  one  of  the  most  popular  "Family  Theater"  dramas,  which  has 
been  broadcast  for  many  years  over  the  Mutual  Network.  It  is  a  half- 
hour  drama,  "God  and  a  Red  Scooter,"  presented  during  the  Christ- 
mas season. 

Music:    out 

Ed  (late  twenties):  From  this  hill,  you  get  a  pretty  good  idea  how  it 
looks,  Jeanie. 

Jean  (twenty):  The  vines  are  beautiful,  Ed.    Nice  dark  green. 

Ed:    Here,  let  me  hold  Eddie  for  ya. 

Jean:    Be  careful  of  his  back,  Ed.    He's  so  wiggly. 

Ed:    I  got  'im. 

Jean:    Is  that  our  land  all  the  way  to  the  road? 

Ed:  Straight  clean  to  Route  99.  That's  twenty-six  acres  of  good  grape- 
wood,  Jeanie.    Don't  it  make  you  feel  kinda  glad  just  to  look  at  it? 

Jean  (smiling  proudly):  Uh-huh.  It  almost  makes  you  want  to 
laugh  and  .  .  .  and  cry,  Ed.  Standin'  here  like  this  and  lookin' 
down  on  our  own  land.  .  .  .  (happy  breath)  It's  nice  to  own 
something. 

Ed:   Yeah.    Cost  me  plenty  of  jack,  too.    But  it's  worth  it. 
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Jean:    When'll  the  grapes  be  growin',  Ed? 

Ed:    Oh,  three  years.    It  takes  at  least  three  years. 

Jean  :    Seems  so  long  to  wait.   I  mean  .  .  .  you'd  think  they'd  just  pop  out. 

Ed:    Not  grapes,  Jeanie.    You  gotta  build  up  grapes.    You  gotta  work  a 

vineyard.    Then  after  three  years  .  .  .  you  know  what  it's  gonna  be 

like  down  there? 
Jean:   What? 
Ed:    They're  gonna  be  out  there  on  the  wire  trellises  .  .  .  those  grapes. 

They're  gonna  be  hangin'  thick  and  heavy  near  the  redwood  stakes. 

And  when  the  harvest  comes,  we're  gonna  be  packin'  .  .  .  well  .  .  . 

over  two  hundred  tons  of  the  best  Red  Emperors  in  California. 
Jean  (breathing  happily):    .  .  .  it's  almost  like  a  miracle,  Ed. 
Ed:    Yah. 
Jean:    Eddie'll  be  three  years  old  when  we  start  pickin'  our  grapes. 

From  this  brief  scene,  we  learn  many  things.  We  know  our 
locale  is  California  and  specifically,  a  vineyard.  We  know,  also,  that 
Ed  and  Jean  are  a  young  married  couple  with  a  newborn  baby.  This 
knowledge  has  come  to  us  through  natural  dialogue.  We  feel  that 
this  is  the  way  Ed  and  Jean  would  speak,  that  they  are  reacting 
naturally  to  the  scene  before  them. 


Time 

Dialogue  may  be 
employed  for  several  different  phases  of  time  exposition:  (a)  to 
convey  the  current  time  of  an  action;  (b)  to  convey  the  passage  of 
time;  (c)  to  convey  the  time  of  a  period  drama.  We  will  illustrate 
each  one  of  these  phases  by  examples  from  broadcast  radio  dramas. 
(a)  In  the  dramatization  of  "The  Case  of  the  Wondering 
Wife,"  from  the  Mutual  Network's  "Treasury  Agent"  series,  a  plane 
develops  engine  trouble  and  has  to  make  a  forced  landing  in  the 
water.    A  Coast  Guard  cutter  is  on  its  way  for  rescue  operations. 

(Music:  up  and  hold  under) 

Sound:  (ship's  engine) 

Lt:  Bridge!  Bridge!  Get  this!  One  pip  on  the  radarscope  —  been  sta- 
tionary for  some  time.  That  must  be  that  plane!  Change  course  to 
twenty-eight,  quarter  speed,  and  stand  by  for  rescue  operations! 

Sound:  (engines  up  into) 

(Music:    up  and  hold  under) 

Sound:    (into  wind) 

Girl    (stewardess)    (off)    (up):    Everybody  —  please    listen!     A 
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Coast  Guard  cutter  has  come!  They'll  begin  taking  passengers  off  as 
soon  as  it's  daylight.  It'll  be  only  a  little  while  now!  Then  we'll  be 
taken  into  Baltimore! 

The  stewardess  in  reassuring  the  passengers  also  conveys  the 
current  time  of  action  to  the  listening  audience. 

(b)  In  this  scene  from  "Together  We  Live"  (WMCA),  the 
survivors  of  a  wrecked  plane  are  taking  turns  to  keep  a  fire  going. 
One  of  the  men,  Crofton,  awakens  to  relieve  the  man  on  watch, 
Hendesh. 

Crofton:    I'll  take  over  now,  Hendesh. 

Hendesh:    Ah,  you  have  come  to  relieve  me,  Crofton.    Good.    I  could 

hardly  keep  my  eyes  open.    Has  it  been  only  two  hours? 
Crofton:    Yeah.    Just  a  couple  of  hours. 

Hendesh:  I  guess  it's  because  I'm  so  tired  ...  it  seemed  so  long  .  .  . 
Crofton:    Better  get  some  sleep  .   .   . 

(c)  A  great  many  radio  dramas  employ  the  narrative  technique 
and  this  use  of  a  narrator  provides  an  effective  and  straightforward 
means  of  setting  time  or  place,  as  illustrated  in  this  excerpt  from 
"The  Legend  of  the  Great  Hope"  broadcast  over  WMCA,  New  York : 

(Music:    up  and  out) 

Joshua:  It  was  in  the  year  1721  that  the  good  ship  "Great  Hope" 
spread  her  huge  sails  and  set  forth  to  the  New  World.  There  were 
a  hundred  men  and  women  aboard  her,  leaving  England  for  new 
life  and  new  freedom.  There  were  some  fleeing  persecution;  there 
were  adventurers;  there  were  myself  and  my  daughter,  Rebecca. 

As  this  historic  fantasy  continues,  the  "Great  Hope"  is  blown 
far  off  its  course  by  a  hurricane,  and  finally  founders  on  the  African 
coast.  The  survivors  are  made  slaves  and  their  many  attempts  to 
escape  are  frustrated.  Dr.  Joshua  Maccabee,  the  narrator  of  the 
drama,  again  conveys  the  time  period  within  the  framework  of  the 
story. 

(MUSIC:     UP    AND    UNDER) 

Joshua:  But  it  was  long  before  such  opportunity  did  come.  The  Cap- 
tain, who  had  managed  to  keep  some  sort  of  calendar  told  us  one 
day  that  we  were  entering  the  year,  1722.  There  was  no  celebra- 
tion in  our  hearts.  A  year  had  gone  and  yet  we  were  no  more  than 
slaves.    And  the  pall  of  hopelessness  shrouded  our  prison. 
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Action 

For  dialogue  de- 
scriptive of  action,  we  have  another  scene  from  "The  Case  of  the 
Wondering  Wife."  George  and  Lola,  both  smugglers,  are  on  a  flight 
from  Lisbon  to  New  York. 

Girl:    Would  you  like  some  chewing  gum?    The  flight's  getting  a  little 

rough. 
Lola:    No,  thanks,   Stewardess. 
Girl   (go  off):    You're  welcome. 
George:    On  a  boat  down  there  on  the  water,  at  least  we'd  be  among 

five  hundred  other  people.    But  here  —  well.    If 
(Off:    engines  miss) 
George  :    —  we  ever  got  off  this  plane  in  New  York  and  out  to  Kansas 

City  safely,  it'll  be  dumb  luck.    Hey,  something's  wrong! 
Lola:   What? 

George:  The  engines!    Listen  to  'em!    They're  conking  out! 
Lola:    You're   hearing   things,   George. 
George:    Like   blazes   I   am!     And   it's   pitch   dark!     There's   a   storm! 

What  chance'll  we  have   down   there? 
Girl   (off)    (up):    Please,  everybody!    Put  on  your  safety  belts.    One 

at  each  seat! 
Cast:    (scared  ad  lies) 
(engines  out) 
Girl   (off)    (up):    We've   got  engine   trouble!    The  pilot's   going  to 

set  the  ship  down  on  the  water! 
Cast:    (ad  libs) 


SOUND 

In  the  early  days 
of  radio,  almost  every  sound  effect  was  performed  manually.  The 
sound  effects  man  rivalled  Rube  Goldberg  in  inventiveness.  He  had 
to  be  prepared  for  effects  ranging  from  a  dam  bursting  to  footsteps 
crunching  on  snow.  Today  the  sound  effects  man  still  has  much  of 
his  ingenious  equipment  but  complete  sound  effects  libraries  are  now 
available  on  discs.  This  is  especially  helpful  to  local  groups  who  wish 
to  present  a  series  of  radio  plays  and  who  might  find  themselves 
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unable  to  reproduce,  realistically,  sounds  such  as  thunder,  jungle 
noises,  artillery  fire,  and  the  like. 

It  is  difficult  to  conceive  of  a  radio  play  without  sound  effects. 
For  that  matter,  the  theater,  the  motion  picture  and  television  make 
frequent  use  of  them.  The  radio  writer,  however,  has  to  place  more 
reliance  on  sound  effects  than  does  the  writer  for  any  other  medium. 
The  motion  picture,  for  example,  will  show  you  the  actual  train  run- 
ning along  the  rails;  even  the  "live"  TV  program  may  have  a  film 
insert.  But  the  radio  broadcast  must  depict  the  train  by  sound:  the 
chugging  of  the  wheels,  the  clickety-clack  across  the  rails,  the  whistle. 
The  wonder  is,  that  given  the  proper  sound,  the  audience  will  see  the 
train  in  its  mind's  eye  almost  as  vividly  as  if  it  were  visually  depicted. 

But  there  is  one  pitfall  the  radio  writer  must  avoid.  If  he  is  a 
beginner,  he  is  apt  to  indicate  the  sound  desired  without  any  bolster- 
ing by  the  dialogue.  Now  there  are  many  sound  effects  that  can  stand 
alone.  The  audience  will  have  little  difficulty  recognizing  a  thunder- 
clap, or  a  train  leaving  the  station,  or  a  dog  barking.  But  there  are 
many  sounds  that  are  not  so  readily  identifiable,  and  so  they  must  be 
defined  by  the  dialogue. 

In  one  radio  play,  a  sound  called  for  was  the  rattle  of  gourds. 
Without  some  exposition  by  the  dialogue,  most  of  the  audience  would 
have  been  left  wondering  what  the  sound  was  supposed  to  indicate. 
The  scene  was  handled  as  follows: 

Sound:    rattle  of  gourds 

Joshua:  Two  of  the  tribe's  medicine  men,  or  so  they  called  them, 
were  shaking  weird  gourds  and  muttering  incantations.  Surely,  I 
thought,  their  grotesquely  painted  faces  were  enough  to  frighten 
the  devil  out  of  one  were  he  actually  possessed  of  the  demon. 

This  is  a  situation  the  radio  writer  will  have  to  decide  for  him- 
self. Let  him  stop  a  moment  and  consider.  Would  he  recognize  the 
sound  immediately  upon  hearing  it?  If  not,  or  if  he  is  not  sure,  he 
had  better  err  on  the  side  of  exposition  and  see  to  it  that  his  dialogue 
carries  an  explanation  of  the  sound. 

The  sound  effect,  like  music,  can  be  employed  as  a  bridge 
between  scenes,  and  also,  like  music,  it  can  be  used  for  time  transi- 
tions.   For  example: 

Sound:  automobile  starting  then  motor  running  smoothly 
up  for  a  few  seconds  and  then  fading  out  in  the  dis- 
tance,   fade  in  motor  from  the  distance  and  bring  up 
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FOR  A  FEW  SECONDS  THEN  CAR  COMES  TO  A  STOP  WITH  SCREECH- 
ING OF   BRAKES. 

Sound,  used  as  in  the  foregoing,  will  give  an  excellent  illusion 
of  time  passage;  a  mind's-eye  picture  of  an  automobile  travelling 
down  the  highway  and  then  coming  to  a  sudden  stop. 

To  heighten  any  illusion  the  writer  wishes  to  achieve,  he  will 
find  it  most  effective  to  mix  both  sound  and  music.  If  his  story 
deals  with  the  supernatural,  he  can  call  for  weird,  eerie  music  above 
which  is  heard  the  creaking  of  a  door.  The  sound  effect  then  com- 
bines with  the  music  for  the  creation  of  atmosphere. 

Sound:    up  with  rain  .  .  .  hold  behind  music 
Music:    sweep  up  with  deluge  .  .  .  fade  out  fast 
Sound:   hold  well  up  behind  with  rain  and  wind 


MUSIC 

Music,  broadly 
speaking,  has  two  main  functions:  transitions  and  mood.  Although 
it  is  possible  to  make  up  a  list  of  a  dozen  different  functions  of  music, 
an  analysis  would  demonstrate  that  they  are  really  subdivisions  of  the 
aforementioned  two  categories. 

Television  people  often  refer  to  radio  as  being  "blind,"  but  it  is 
only  the  blindness  of  the  man  who  closes  his  eyes  and  lets  his  dreams 
play  upon  the  stage  of  his  imagination.  With  dialogue,  music  and 
sound,  the  radio  writer  fashions  settings,  breathes  life  into  characters, 
inspires  empathy. 


Transitions 

One  advantage 
radio  drama  may  be  said  to  have  over  television  is  that  it  may  em- 
ploy a  vastly  greater  number  of  scenes.  Each  new  set  for  the  tele- 
vision drama  means  an  added  expense.  But  the  radio  drama  may 
travel  the  world  on  bridges  of  music. 

Fortunately  for  the  writer,  the  radio  audience  has  been  accus- 
tomed to  accept  a  few  bars  of  music  as  a  magic  carpet.  Let  us  suppose 
Agent  X  has  discovered  a  nest  of  intrigue  in  an  Istanbul  Hotel.    He 
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calls  his  headquarters  in  London.  "I'll  be  there  in  the  morning,"  he 
says,  trying  to  keep  his  voice  calm.  The  music  sweeps  up  and  out 
and,  presto,  he  is  in  London.  The  audience  is  right  there  with  him 
for  the  blessing  of  imagination  is  a  wonderful  gift  which  we  all 
possess  in  greater  or  lesser  measure. 

Now  Agent  X  is  in  London  via  the  space  transition.  He  is  in  a 
conference  with  his  superiors.  At  the  end  of  the  conference  he  is 
asked  to  wait  for  further  orders.  The  music  sweeps  in  again  and  out, 
to  effect  the  passage  of  several  hours.    This  is  the  time  transition. 

The  radio  writer  should  observe  the  same  caution  when  using 
music  as  with  sound.  Since  he  does  not  have  any  visual  aids,  he  must 
rely  entirely  on  the  aural.  This  necessitates  a  bolstering  of  the  music 
and  sound  by  the  dialogue.  A  music  bridge,  per  se,  can  imply  a 
passage  of  time.  It  cannot,  by  itself,  convey  the  amount  of  time. 
Is  it  minutes,  hours,  days,  weeks,  months?  Therefore  the  dialogue 
must  work  in  conjunction  with  the  music.  Specifically,  let  us  exam- 
ine the  situation  regarding  Agent  X.  We  stated  that  the  music 
sweeps  in  and  out  to  effect  the  passage  of  several  hours.  It  would  be 
necessary  then  for  the  writer  to  indicate  the  time  verbally  and  yet 
within   dialogue   that   sounds   conversationally   natural. 

Music:    fop   time  passage   .   .   .  up  and  out 

Colonel   (to  Agent  X):    Sorry  to  have  kept  you  waiting,  but  you 
know  how  these  conferences  are  .  .  .  take  hours. 

The  music  then  has  served  its  purpose  as  a  time  transition  and 
it  has  been  bolstered  by  the  dialogue  which,  in  essence,  informs  the 
audience  that  several  hours  have  passed. 

In  the  matter  of  music  cues,  the  neophyte  rightly  poses  the 
question  of  how  far  must  he  go  in  describing  the  type  of  music 
desired.  There  is  no  question  but  that  it  is  helpful  for  the  writer  to 
have  some  musical  knowledge.  But  he  need  not  be  a  musician  nor 
be  able  to  tell  a  B  flat  from  a  C  sharp.  He  should  be  able  to  identify, 
however,  the  type  of  music  he  desires:  tense,  foreboding,  sentimental, 
agitated.  A  one-word  description  may  serve  the  purpose  or  he  may 
be  somewhat  more  detailed: 

Music:   ...  it  is  lyric  ...  a  lover's  mood.  .  .  . 

These  brief  descriptions  will  be  sufficient  for  the  music  director 
to  prepare  the  proper  cues.  If  the  writer  desires  to  indicate  a  time 
transition  he  may  simply  state: 
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Music:    bridge   .  .   .   for  passage  of  time 

The  music  director  will  score  the  appropriate  passage.  If  you 
are  preparing  a  radio  script  for  local  presentation  and  will  have  to 
rely  on  a  record  library,  you  will  find  that  a  large  percentage  of  sta- 
tions subscribe  to  music  libraries.  And  as  part  of  such  libraries,  there 
is  available  a  transcription  of  music  cues  which  are  adaptable  for 
most  purposes. 

Mood 

You  write  a  comedy 
and  you  want  to  create  an  atmosphere  of  gaiety.  You  write  a  mystery 
and  you  want  to  build  up  suspense.  You  write  a  tale  of  roman- 
tic love  and  you  want  to  endow  it  with  a  feeling  of  rapture.  For 
each  of  these  goals,  music  is  an  invaluable  aid  to  the  radio  writer. 

The  listening  audience  is  put  in  a  mood  for  a  mystery  play  by 
the  very  opening  bars  of  music  which  are  sinister  in  tone.  For  the 
comedy,  the  music  is  light  and  sparkling.  For  the  romance,  the 
music  is  sentimental. 

Within  the  script  itself,  there  will  evidently  be  many  changes 
of  mood.  You  end  Scene  One  with  the  young  man  professing  his  love 
for  the  girl.  You  call  for  music  to  portray  the  happiness  of  two  young 
people.  In  a  following  sequence  a  conflict  arises  .  .  .  the  course  of 
true  love,  of  course,  does  not  run  smoothly  .  .  .  and  so  at  the  end  of 
this  scene,  you  would  indicate  music  that  is  agitated  in  spirit. 

If  you  use  the  device  of  a  narrator  to  relate  portions  of  the  story, 
you  will  want,  most  always,  to  have  music  under  the  narrator's 
monologue.  You  will  find  that  it  not  only  makes  for  easier  listening 
but  helps  immeasurably  to  set  the  mood.  In  the  following  passage, 
the  Narrator  is  also  the  lead  of  the  story. 

Music:  mood  ...  it  is  soft  and  gentle  ...  it  portrays  the 
quiet  of  a  private  hospital  room  ...  it  stays  under  the 
narrator  for  a  few  seconds  then  fades  out 

Dan:    I  looked  around  at  the  white  walls  of  the  hospital  room. 

(Narr)  I  breathed  in  the  clean,  deodorant  smell.  It  was  just  after 
dinner  and  there  was  a  beautiful  quiet  and  peace  in  the  room.  I 
was  pretty  comfortable  now  and  I  began  to  wonder  how  the  others 
were  coming  along.  I  wondered  especially  about  Joan,  who  was  all 
of  seven.  I  kept  thinking  of  her  lying  there  in  the  snow,  her  leg 
broken,  the  astonished  pain  on  her  child's  face.    I  kept  thinking 
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about  what  had  happened  on  the  mountainside  .  .  .  how  much  it 
was  going  to  affect  my  life.  And  as  I  stared  at  the  white  walls,  they 
seemed  to  part  suddenly  like  the  curtains  on  a  stage  ...  I  was  back 
at  the  National  Airport  and  the  sound  of  (start  fade)  revving 
motors  filled  the  air  .  .  . 
Sound:    airplane  motors  up  strong  then  bg 


"GUNSMOKE" 

The  student  will  find  it  profitable  to  study  the  following  episode 
from  the  very  popular  radio  series,  "Gunsmoke,"  written  by  John 
Meston  and  presented  over  CBS  Radio.  This  episode,  "Sins  of  the 
Fathers,"  *  is  a  complete  drama  and  beneath  its  mantle  of  "adult 
western,"  it  carries  a  message  against  prejudice. 

Sound:  horse  fades  on  to  full  mike  ...  on  cue:  recorded 

shot 
Music  :   hold  under  .  .  .  track  1 
Walsh:  Gunsmoke  .  .  .  brought  to  you  by  L  &  M  Filters.    This 

is  it!    L  &  M  is  best  —  stands  out  from  all  the  rest! 
Music:  figure  and  under  .  .  .  track  2 
Walsh  :  Around  Dodge  City  and  in  the  territory  on  West  —  there's 

just  one  way  to  handle  the  killers  and  the  spoilers  —  and  that's 

with  a  U.S.  Marshal  and  the  smell  of  —  Gunsmoke! 
Music:    theme   hits:    full   broad   sweep   and   under   .    .    . 

TRACK    3 

Walsh:    Gunsmoke,   starring  William  Conrad.    The  transcribed 

story  of  the  violence  that  moved  West  with  young  America  — 

and  the  story  of  a  man  who  moved  with  it. 
Music:   out 
Matt:  I'm  that  man  .  .  .  Matt  Dillon  .  .  .  United  States  Marshal 

.  .  .  the  first  man  they  look  for  and  the  last  they  want  to  meet. 

It's  a  chancey  job  —  and  it  makes  a  man  watchful  .  .  .  and  a 

little  lonely. 
Music:    main  title  .   .   .  track  4 
Matt:    (fades  on)  Morning,  Doc.    Chester. 
Doc:    Hello,  Matt. 

*  ©  Copyright  by  Columbia  Broadcasting  System,  Inc.  1956. 
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Chester:    I've  been  waiting  for  you,  Mr.  Dillon. 

Matt:    Something  wrong? 

Chester:  It's  Mr.  Dobie  .  .  .  he's  at  the  desk  in  the  hotel  there,  sir. 

And  he's  real  upset  about  something.    He  wants  to  see  you. 
Matt:  All  right.   Wait  here  .  .  .  I'll  be  right  out. 
Chester:   Yes  sir. 
Sound:  Matt  crosses  to  door  .  .  .  opens  .  .  .  enters  .  .  . 

close  door 
Dobie:  (off)  Marshal  Dillon.    I've  sure  been  wanting  to  see  you. 
Sound:   Matt  crosses  to  desk 

Matt:  What's  the  trouble,  Mr.  Dobie?   You  got  a  riot  in  here? 
Dobie  :  There'll  be  a  riot  if  you  don't  get  them  people  out  of  here, 

Marshal. 
Matt:   What  people? 
Dobie:  The  Daggitts  .  .  .  that's  who. 
Matt:  Who're  the  Daggitts? 
Dobie:    Big  Dan  Daggitt,  he  calls  himself.    And  he  is  big,  too, 

Marshal. 
Matt:  I  never  heard  of  Big  Dan  Daggitt. 
Chester:    Me,  neither. 
Dobie  :  He's  only  been  in  Dodge  since  yesterday.    He's  one  of  them 

mountain  men  from  on  West.    He's  a  hunter  or  something  — 

one  of  them  real  hairy  fellas.    Shouldn't  be  allowed  around 

other  white  men. 
Matt:   Why  not?    What's  he  doing? 

Dobie:  He's  setting  in  my  hotel.    I  let  him  in  before  he  told  me. 
Matt:   Before  he  told  you  what? 
Dobie:  It's  better  you  see  for  yourself,  Marshal.    Their  room's  right 

down  the  corridor  there. 
Matt:  Well  .  .  .  okay,  Dobie,  let's  go. 
Music:    bridge 
Sound:  Dobie  from  behind  desk  —  then  fs  along  corridor 

under: 
Dobie  :  It's  true,  ain't  it,  Marshal,  I  don't  have  to  let  nobody  stay  in 

my  hotel  I  don't  want  .  .  .  ? 
Matt:  I  guess  so.   If  you've  got  a  good  reason. 
Dobie:  I  got  plenty  of  reason.   Three  men  have  moved  out  already. 
Matt:  Sounds  to  me  like  he  must  have  a  box  of  rattlesnakes  with 

him. 
Dobie :  It's  worsen  that.  This  is  his  room  here. 

THE     DRAMA  358 


Sound:    fs  stop 

Matt:  Isn't  this  a  double  room? 

Dobie  :  He  needs  it. 

Sound:  knock  on  door  .  .  .  repeat 

Dobie:  He  needs  the  whole  doggone  prairie.    And  that's  where  he's 

going.    Now  you  tell  him,  Marshal. 
Sound:   door  opens 
Dan:    Hello. 

Dobie:  I  got  the  U.S.  Marshal  with  me  this  time,  Daggitt. 
Dan:    Oh. 
Matt:    I'm  Marshal  Dillon,  Daggitt.    Dobie  wanted  me  to  come 

over  here  and  meet  you. 
Dan:  Come  on  in. 

Sound:  fs  enter  .  .  .  close  door 
Matt:  Well,  you  were  right  about  his  being  big,  Dobie. 
Dan:  A  man  can't  help  being  big. 
Matt:    No  offense. 
Dan:   That's  okay.    But  they's  been  times  I  wished  I  was  smaller. 

Not  that  I  can't  move  as  fast  as  any  man.    I'm  easier  to  see  .  .  . 

that's  the  only  bad  part. 
Matt:   Tell  me,  Daggitt  .  .  .  what's  the  trouble  between  you  and 

Dobie? 
Dan:   It  ain't  my  trouble,  Marshal. 
Matt:    All   right,    Dobie,    I   guess   you'd   better   explain  —  there's 

nothing  wrong  here  I  can  see. 
Dobie:  It  ain't  him  —  it's  his  wife. 
Matt  :    What  — 

Dan:  He  don't  like  my  wife  cause  she's  a  Indian,  Marshal. 
Dobie:  That's  a  lie.    What  do  I  care  if  she's  an  Indian? 
Matt:    I  don't  understand. 
Dobie  :  Where  is  she,  Daggitt? 
Dan:  In  the  other  room. 
Dobie  :  Well,  bring  her  in  here. 
Dan:  Dobie,  you  know  what  I  could  do  to  you  with  the  fingers  of 

this  one  hand  .  .  .  just  the  fingers. 
Dobie  :  Don't  forget  I  got  the  Marshal  with  me. 
Dan:  I'll  use  the  other  hand  on  him,  he  starts  ordering  me  around, 

too. 
Matt:  Now  wait  a  minute  —  this  kind  of  talk  isn't  doing  any  good. 
Dan:   You're  probably  pretty  good  with  that  gun,  Marshal  —  but 

THE     RADIO     DRAMA  359 


I've  killed  mountain  lion  with  this  knife.    I  ain't  afraid  of 

nothing  alive  and  not  many  ghosts. 
Dobie:  "Ghosts"  —  what  a  savage. 
Matt:  That's  enough,  Dobie.    I  didn't  come  here  for  a  fight,  Dag- 

gitt  —  I  came  to  see  what  all  this  trouble's  about.    And  if  it 

has  something  to  do  with  your  wife,  tell  me  — 
Dan:  It  has  to  do  with  Dobie  —  not  my  wife. 
Dobie:    That's  a  lie. 
Rose:  (off)  Dan.  .  .  . 
Dobie:  There  she  is  —  look,  Marshal.  .  .  . 
Rose:  (fades  on)  If  it's  me  they're  talking  about,  Dan,  why  didn't 

you  call  me? 
Dan:    It's  nothing  to  do  with  you.    They  was  trying  to  order  me 

around  —  at  least  he  was  —  Dobie  there. 
Dobie:   I  only  told  you  to  get  her  in  here,  so's  the  Marshal  could 

see  her. 
Dan:  Well,  now  he's  seen  her.    What's  all  the  fuss  about? 
Dobie:  You're  playing  dumb,  ain't  you,  Daggitt? 
Matt:  Wait  a  minute  —  I  don't  think  he  is.    Will  you  answer  a 

question,   Daggitt? 
Dan:    Not  from  him. 

Matt:  From  me.   Where'd  you  and  Mrs.  Daggitt  meet? 
Dan:    Near  Denver. 
Matt:    Near  Denver? 
Dan:   I'm  a  mountain  man,  Marshal.    I  never  been  on  the  prairie 

before. 
Matt:  But  what  were  you  doing  near  Denver,  Mrs.  Daggitt? 
Rose:    I  was  sent  there  four  years  ago  to  get  an  education.    My 

father  was  a  chief,  Marshal. 
Dobie:  A  chief!    What  chief? 
Rose:  His  name  was  Yellow  Horse. 
Dobie:  That's  worse!   That's  the  worst  yet! 
Dan:   I  don't  understand  either  of  you  men.    What're  you  talking 

about? 
Matt:  Yellow  Horse  was  a  Kiowa,  Daggitt.   And  anyway,  from  her 

dress,  Dobie  could  tell  Mrs.  Daggitt  was  a  Kiowa. 
Dan:  She's  gotta  come  from  some  tribe,  don't  she? 
Matt:  Two  years  ago,  the  Kiowas  killed  some  eighteen  settlers  on 

raids  through  the  country  near  here.    Yellow  Horse  led  them. 

Until  he  was  killed. 
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Dan:  (to  her)  You  never  told  me  that.    Is  it  true. 
Rose:  I  only  heard  my  father  was  dead.   They  told  me  nothing  else. 
Dan:  Well,  what  difference  it  make?   You  wasn't  on  them  raids. 
Matt:  The  feeling's  still  high  against  Kiowas  around  here,  Daggitt. 

But  you're  right  —  she  had  nothing  to  do  with  them. 
Dobie:  A  Kiowa's  a  Kiowa.    We  won't  stand  for  them  in  Dodge. 
Matt:  Don't  be  a  fool,  Dobie.    How  can  you  blame  her  for  what 

somebody  else  did? 
Dobie:  I  blame  that  whole  tribe  —  and  especially  her  father.    And 

I  won't  stand  for  her  being  here.    She's  probably  as  murdering 

as  he  was. 
Sound:  Dan  makes  move  .  .  .  Matt  steps  between  them. 
Matt:   Hold  it,  Daggitt.    I'd  like  to  apologize  to  Mrs.  Daggitt  for 

bothering  her. 
Dobie:    "Apologize!" 

Matt:  Let's  get  out  of  here,  Dobie  .  .  .  now. 
Dobie  :  No.   You  come  here  to  throw  them  out,  and  you're  going  to 

do  it. 
Matt:  Dobie  —  I  guess  I'm  a  little  like  Dan  Daggitt  —  I  don't  take 

orders  very  well  either. 
Dobie:   (beat)  All  right,  Marshal.    If  the  law  won't  help  me  .  .  . 
Matt:  The  law  won't  help  you.    And  don't  you  try  anything  else. 

Now  come  on  .  .  .  we're  getting  out  of  here. 
music  :    first  act  curtain 
Chester:  Mr.  Dillon.  .  .  . 
Matt:    What,  Chester? 
Chester:   Would  you  mind  stopping  in  to  Mr.  Jonas'  store  here? 

It  won't  take  but  a  minute  or  two. 
Matt:   You  going  to  spend  your  betting  money  on  clothes  again, 

Chester? 
Chester:  Oh  no  sir.  I  mean  .  .  .  aw,  Mr.  Dillon,  I  need  a  little  string 

tie  .  .  .  for  Sunday  kinda.    They  don't  cost  more'n  a  quarter. 
Matt:  In  that  case,  I'll  go  with  you. 
Sound:  fs  to  door  .  .  .  open  .  .  .  bell  .  .  .  close 
Chester:  Why,  there's  Miss  Kitty,    (up)  Hi,  Miss  Kitty. 
Kitty:   (off)  Hello,  Chester. 
Chester:    The    ties    are    hanging   back   over   there,    Mr.    Dillon. 

(fades)  I  won't  be  long  .  .  . 
Sound:   Matt  walks  over  to  Kitty 
Matt:   You're  as  bad  as  Chester,  Kitty  —  always  buying  clothes. 
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Kitty:    As  Chester!  ?    Matt,   if  Chester's   always  buying  clothes, 

how  come  ever  since  I've  known  him,  he's  worn  that  same  pair 

of  striped  pants. 
Matt:   Well,  he's  careful  with  them.    He  never  gets  them  torn, 

I  guess. 
Kitty:  He'd  have  to  go  to  bed  if  he  ever  did. 
Matt:  Where's  Mr.  Jonas? 

Kitty:   Out  back.    He's  showing  Dan  Daggitt  and  his  wife  some- 
thing. 
Matt:   Are  they  here? 
Kitty:  Sure.    He  introduced  me  to  them.    Big  Dan  Daggitt  —  like 

you  said  last  night,  Matt,  he  earned  the  name.    He's  a  buffalo, 

that  man. 
Matt:   Yeah  .   .   .  he  is. 
Kitty:  His  wife's  name  is  Rose.    He  said  you  couldn't  pronounce  it 

in  Indian,  so  he  made  it  English.    She's  a  beautiful  little  thing. 
Matt:  She's  prettier  than  most  women  around  here. 
Kitty:   Thanks. 
Matt:   Now,  Kitty. 
Kitty:   No  .  .  you're  right  —  she  really  is.    I  guess  Dan  Daggitt 

can't  be  all  brute  or  a  girl  like  that  would  never  have  married 

him. 
Matt:  It's  too  bad  Dobie  over  at  the  Dodge  House  can't  see  it  your 

way,  Kitty. 
Kitty:  Dobie's  just  not  thinking  very  straight. 
Sound:  door  opens  off  .  .  .  bell  .  .  .  close  .  .  .  fs  enter 
Rodin:  (off)  Where's  Jonas? 
Matt:   (up)  He's  out  back,  Rodin. 
Rodin:   Oh,  hello,  Marshal.    I  didn't  recognize  you.  Ah,  here  he 

comes  .   .   . 
Sound:  Rodin  walks  across  to  Jonas  et  al 
Cast:  fade  on  Jonas  saying  'you  like  it,  Rose?'    Rose:  'it's 

fine,  mr.  Jonas'  .  .  .  stuff  like  that 
Kitty:   Who's  that,  Matt? 

Matt:  His  name's  Rodin.    He  works  over  at  one  of  the  stables. 
Kitty  :  Oh  .  .  .  that  explains  why  he's  too  poor  ever  to  come  into  the 

Long  Branch. 
Rodin:    (at  counter,  maybe  fifteen  feet  from  others) 

(up)  Jonas  ....  hey,  Jonas  .  .  . 
Jonas:  (up)  I'll  be  right  with  you,  Rodin. 
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Rodin:  I'm  in  a  hurry. 

Jonas  :  Won't  be  a  minute. 

Rodin:  Well,  I  ain't  waiting  while  you  sell  beads  to  her.    Say  — 

wait  a  minute  —  What's  she  doing  in  here  anyway? 
Matt:    Stay  here,  Kitty. 

Sound:  Matt  walks  slowly  closer  and  stops  as: 
Jonas  :  She's  got  as  much  right  to  be  here  as  you  have,  Rodin. 
Rodin  :  A  Kiowa  woman  .  .  !  ?   You  gone  crazy  .  .  . 
Jonas:   No. 

Rodin:  Then  throw  her  out  of  here.    Or  I  will. 
Dan:   (comes  closer  to  Rodin)  (gently  throughout)  The 

woman's  my  wife,  mister. 
Rodin:   Your  wife.  .   .   .   !    Your  wife.   .  .  .   ? 
Dan:    You'll  have  to  throw  me  out,  too. 
Rodin:   Now  look  here  ...  I  ...  I  didn't  mean  nothing. 
Dan:    If  you  don't  mean  nothing,  don't  talk. 
Rodin:    Sure  .   .   .  sure  .   .  .  what  do  I  care?    It's  your  business. 

I  don't  care. 
Dan:   Even  if  you  do  care,  you  shouldn't  say  nothing  about  it  out 

loud. 
Rodin:    I   ain't  saying  nothing.     I   gotta   go  now   .    .    .    (fades) 

I  gotta  go. 
Sound:    he   walks   to  door   .    .    .   exits   under: 
Dan:   Hello,  Marshal.    I  didn't  know  you  was  here. 
Matt:    You  handled  that  pretty  well,  Daggitt. 
Dan:    I  can't  fight  every  man   in  the  world. 
Matt:    No  you  can't. 

Dan:  And  I  don't  aim  to  .  .  .  long  as  they  don't  push  me  too  far. 
Matt:    Dobie  leaving  you  alone? 
Dan:   Oh,  he's  doing  a  lot  of  talking  around  —  trying  to  stir  up 

trouble.    But  before  it  comes,  we'll  probably  be  gone  —  back 

to  Colorado.    The  mountains. 
Matt:    Oh.   .   .   . 
Dan:    Marshal,   you   come  see  us   sometime   the   next  day  or  so. 

Rose'd  kinda  like  that. 
Matt:    It'd  be  a  pleasure,  Daggitt. 
Music :    bridge 
Chester:   Where's  Doc  this  morning,  Mr.  Dillon?    I  been  up  to 

his  office  twice  and  he  ain't  there. 
Matt:    He  was  called  out  to  the  Duke  place  last  night. 
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Chester:    Somebody  sick? 

Matt:   Doc  doesn't  get  many  social  calls,  Chester. 

Chester:   Well,  I  was  calling  on  him  socially. 

Matt:   He'll  appreciate  that.    But  I  think  I'll  go  up  to  the  Dodge 

House  and  make  a  call  on  Jim  Dobie. 
Chester:    More  trouble,  Mr.  Dillon? 
Matt:  There  will  be  if  somebody  doesn't  stop  him.    I  heard  more 

about  how  he's  been  talking  to  everybody  who'll  listen  to  him 

about  Rose  Daggitt  being  Yellow  Horse's  daughter,  and  how 

they  oughta  run  her  out  of  town. 
Chester:    It's  like  he's  looking  for  help,  ain't  it? 
Matt:    Yeah. 

Chester:    He  oughta  know  better  than  that,  a  man  like  Dobie. 
Matt:   That's  what  I'm  going  to  try  to  explain  to  him,  Chester. 
Sound:   door    opens   .   .   .  fs  enter 
Chester:   Why,  it's  Dan  Daggitt. 
Dan:    (fades  on)   It's  me,  Chester. 
Matt:    Hello,  Daggitt. 
Dan:    Marshal,   I'm  kinda  worried. 
Matt:    What's  the  matter? 
Dan:    It's  Rose.    I  can't  find  her  nowhere. 
Matt:   You  can't  find  her  .   .   .   ? 
Dan:  Well,  I  ain't  seen  her  since  about  four  o'clock  this  morning. 

I  feel  like  a  fool  coming  here  and  telling  you  that  .   .  . 
Matt:  Daggitt,  I  don't  think  you  would  come  here  if  you  weren't 

real  worried. 
Dan:    Maybe   you   and  Chester'll  help  me  look   for  her.     I   been 

everywhere   .    .    . 
Matt:   Of  course  we'll  help  you.    Where'd  you  see  her  last? 
Dan:  It  ain't  like  Rose  to  go  off  like  that.    Especially  here,  with  all 

the  talk  people  are  making.    She  wouldn't  do  that.    I'm  get- 
ting worried,   Marshal. 
Matt:    Where'd  you  see  her  last? 
Dan:    In  our  room.     I'll  tell  you  —  I  woke  up  real  early  and  I 

couldn't  get  back  to  sleep.    So  I  got  dressed  and  went  out  on 

the  street  and  walked  around.    I  didn't  want  to  bother  her. 

I  wasn't  gone  more'n  an  hour,  Marshal.    I  shouldn't  never  of 

left  her. 
Matt:    Did   you   ask   them   at  the   hotel?     Did   anybody   see   her 

leave? 
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Dan:  There  wasn't  nobody  at  the  hotel.    Not  when  I  went  out  and 

not  when  I  came  back.    So  nobody  coulda  seen  her. 
Chester:  Well,  where  would  she  of  gone  that  hour  of  the  morning? 
Dan:    She  wouldn't've  gone  nowhere,  Chester.    Not  Rose.    That's 

what  I  can't  understand. 
Matt:   (gets  up)  Well,  let's  start  looking  for  her. 
Sound:  their  fs  to  door  .  .  .  open  .  .  .  fs  onto  boardwalk 
Dan:   I  sure  do  thank  you,  Marshal.    And  you,  too,  Chester. 
Chester:   We'll  find  her.    Don't  worry.    Hey,  that's  Doc's  buggy 

coming  there. 
Matt:    Yeah. 

Chester:    Look  —  he's  got  somebody  with  him. 
Sound:   horse  and  buggy  fade  on 
Dan:   That's  Rose.    That's  Rose  in  that  buggy. 
Sound:    buggy  pulls  up   .   .   .  they  run  out 
Dan:    Rose  .   .   .  Rose,  what're  you  doing  there? 
Rose:    (in  buggy)   Hello,  Dan. 
Dan:   Well,  get  down.    Here   .   .   .  I'll  take  you. 
Sound:    he   lifts  her  down 
Rose:   You'll  have  to  carry  me,  Dan. 
Dan:   W7here  you  been?    What  happened  to  your  feet? 
Doc:    (in  buggy)   Chester  — 
Chester:    What,  Doc? 

Doc :    Do  me  a  favor  take  this  buggy,  will  you? 
Chester:    Sure  I  will,  Doc.   (moves) 
Doc:  And  you,  Daggitt  —  take  Rose  into  the  Marshal's  office.    She 

shouldn't  be  on  the  street  out  here. 
Dan:    We'll  go. 

Sound:    he  walks  off   .   .   .  Doc's  fs   fade  on 
Doc:   (fades  on)  She  told  me  about  her  husband,  Matt,  but  she 

didn't  tell  me  he  was  that  big.    Come  on,  let's  follow  them. 
Sound:    they  walk  to  office,  under: 
Matt:   What's  Rose  doing  with  you,  Doc? 

Doc :  I  found  her  out  on  the  prairie  —  about  ten  miles  East  of  here. 
Matt:   What  was  she  doing  out  there? 
Doc:    I'll  let  her  tell  you  that. 

Sound:   they  enter  office   .   .   .  cross  to  Daggitts 
Dan:    (fades  on)  You  sit  right  there,  Rose. 
Rose:  (sits)  I'm  all  right,  Dan.    Doc  —  this  is  my  husband,  Dan. 
Doc:  I  kinda  gathered  that,  Rose.    Glad  to  know  you,  Dan. 
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Dan:   Good  thing  you  come  along,  Doc. 

Doc:  You  feel  up  to  telling  the  whole  story,  Rose?    I  expect  the 

Marshal  here'll  be  interested  too. 
Rose:   All  right. 

Doc:  And  then  I  want  you  to  come  up  to  my  office  with  me. 
Rose:    Sure,  Doc. 
Matt:    Has  she  been  hurt? 
Doc :  Go  ahead,  Rose  —  tell  them  .  .  . 
Rose  :   Well,  early  this  morning  I  woke  up  when  somebody  tied  a 

bandana  over  my  face  —  of  course,  I  knew  it  wasn't  Dan  .  .  . 
Dan:    I  never  shoulda  left  you  alone  — 
Rose:   That's  foolish  talk,  Dan.    It  wasn't  your  fault. 
Doc:    Go  on,  Rose.   .   .   . 
Rose:  Well,  it  was  two  men.    They  never  said  a  word  the  whole 

time.   They  never  talked  once.   But  they  had  a  big  sack  of  some 

kind  and  they  put  me  in  that  and  carried  me  out  the  back  way. 

And  then  they  tied  me  onto  a  horse  and  led  it  away  out  into 

the  prairie. 
Doc:   Why  didn't  you  yell  or  something,  Rose? 
Rose:   Oh,  I  fought,  but  they  were  a  lot  stronger. 
Doc :    But  why  didn't  you  yell? 

Matt:    Indian  women  don't  yell,  Doc.    Go  on,  Rose. 
Rose:  So  they  finally  stopped  and  took  me  off  the  horse  and  untied 

me.    And  then  they  took  my  shoes  away  and  rode  off.    I  finally 

got  the  blindfold  off,  and  I  walked  and  walked  —  till  I  saw 

Doc's  buggy  coming.    I  couldn't  have  walked  much  farther. 
Dan:   Rose   .   .   .  Rose  .   .   . 
Matt:  Wait  a  minute,  Dan.    Rose,  you  never  saw  those  men  .  .  . 

and  you  never  heard  their  voices  .   .   .   ? 
Rose  :  No.   But  I  heard  them  walk.   Everybody  has  a  different  walk. 
Matt:  Did  you  recognize  either  of  them  from  hearing  their  walks? 
Rose:   No.    It  wasn't  Dobie,  or  that  man  in  the  store. 
Dan  :  We'll  find  them,  Rose.    We'll  sit  on  the  street  and  listen  till 

we  find  them.   And  when  we  do  I'll  cut  them  —  I'll  cut  them 

awful  before  I  kill  them. 
Matt:  No,  Daggitt.  You  let  Rose  find  them,  if  she  can  —  and  then 

I'll  take  them. 
Dan:  They're  mine,  Marshal.    They're  just  as  much  mine  as  Rose 

is  mine.    I  wouldn't  let  nobody  else  in  the  world  touch  them 

but  me. 
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Matt:    It'll  be  murder. 

Dan:  Is  that  what  you  call  it?  Rose,  Doc  wants  you  in  his  office, 
you  go  along  now.  And  then  we'll  start  listening  —  it's  as  good 
a  way  to  hunt  as  any. 

Music:    second  act  curtain 

Matt:  For  the  next  few  days  the  Daggitts  took  up  their  post  on  the 
boardwalk  halfway  down  Front  Street.  Rose'd  sit  there  for 
hours,  her  head  down,  her  eyes  half-closed,  listening  to  the 
footsteps  of  hundreds  of  men  as  they  passed.  And  Big  Dan 
Daggitt  would  stand  at  her  side,  his  bowie  knife  in  his  belt, 
waiting  with  animal  patience  for  a  sign  from  his  wife.  But  it 
didn't  come,  and  I  began  to  hope  that  for  his  sake  the  kid- 
nappers had  left  the  country,  and  nothing  would  happen  .  .  . 
And  then,  the  morning  of  the  third  day,  Chester  and  I  were 
loafing  around  on  the  porch  of  the  General  Store  .  .  . 

Chester:  Where's  the  Daggitts  this  morning,  Mr.  Dillon?  They 
ain't  over  there  where  they  usually  are. 

Matt:  I  guess  they  haven't  started  yet,  Chester. 

Chester:  Every  man  in  Dodge  must've  walked  past  there  by  now. 

Matt:   All  but  two,  maybe. 

Dobie:    (fades  on)   Morning,  Marshal  .   .   .  Chester. 

Chester:    Hello,  Mr.  Dobie. 

Matt:    Dobie. 

Dobie:  I'm  looking  for  the  Daggitts,  Marshal.    You  seen  them? 

Matt:  No,  I  haven't  Dobie,  but  Dan  Daggitt  isn't  taking  things  as 
easy  as  he  was.    If  I  were  you,  I'd  stop  looking  right  now. 

Dobie:    Doc  told  me  what  happened,  Marshal. 

Matt:    Doc  did? 

Dobie:    He  knew  nobody  else  would.    So  he  took  it  on  himself. 

Matt:   What  for? 

Dobie:    For  my  own  good  —  the  way  he  put  it. 

Matt:   Well  .   .   .  did  it  do  you  any  good,  Dobie? 

Dobie:  It  made  me  mad,  Marshal.  Mad  at  myself,  mostly.  I've 
been  a  fool. 

Chester:  Mr.  Dillon  —  there's  Rose  now.  In  the  street  there. 
She's  got  a  shotgun.    What's  she  doing? 

Matt:    It  looks  like  she's  following  those  two  men. 

Chester:  She  sure  is.  She's  stopped  them.  She's  got  them  turned 
around  .   .   .  why,  she's  gonna  shoot  them   .   .   . 

Matt:    Come  on  .   .   . 
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Sound:   they  walk  into  street 

Chester:    She's  sure  got  the  drop  on  them.    They  ain't  making  a 

move. 
Man:   (fades  on)  How  do  you  know  it  was  us?    And  what  if  it 

was?   Now  you  put  that  gun  down  ...  or  we'll  do  it  again  .  .  . 
Matt:   (up)  Don't  shoot,  Rose.    I'll  take  them. 
Sound:  two  shotgun  blasts  .  .  .  two  men  fall  .  .  .  Matt 

walks  up  to  Rose 
Matt:   Give  me  that  shotgun,  Rose. 
Rose:  (hands  it  over)  It's  empty,  Marshal. 
Matt:   Why'd  you  do  it?    I'd  have  arrested  them. 
Rose:   Dan  would've  found  a  way  to  kill  them,  even  if  you  had. 
Chester:    (off)  They're  dead,  Mr.  Dillon  —  both  of  them. 
Matt:   Who  are  they,  Chester? 
Chester:  Never  saw  them  before  in  my  life.    Couple  of  strangers, 

I  guess. 
Dan:  (runs  up)  Rose  .  .  .  Rose,  was  that  them?  (on)  Why  didn't 

you  tell  me?   What'd  you  run  away  for?   Why'd  you  kill  them? 
Rose:   That's  them,  Dan. 

Dan:    How'd  you  know?    Where'd  you  spot  them? 
Rose:  They  walked  past  our  table,  while  we  were  eating  breakfast. 
Dan:   You  said  you  was  going  up  to  our  room. 
Rose:    I  did  go.    Long  enough  to  get  the  shotgun. 
Dan:  Why  didn't  you  tell  me?    Why'd  you  have  to  kill  them? 
Rose:  I  couldn't  see  you  hang  for  what  happened  to  me,  Dan. 
Dan:  I'd  gladly  hung  for  it.    Anything's  better'n  your  going  to  jail. 
Rose:    I  won't  mind,  Dan. 
Dan:  It'll  kill  you.    I  won't  let  it  happen  ...  it  ain't  right.    Don't 

you  try  to  take  her,  Marshal   .   .   .  don't  you  try. 
Matt:   I  know  how  you  feel,  Daggitt,  but  I've  got  to  arrest  her. 
Dan:    You  gonna  put  her  in  jail? 
Matt:  Not  if  you  promise  you'll  stay  in  Dodge.    Rose  has  got  to 

stand  trial. 
Dan:   What'll  they  do  to  her? 
Matt:   There's  no  judge  in  Kansas  who'd  convict  a  woman  who 

did  what  Rose  did. 
Dobie:    (fades  on)  Marshal  Dillon  .   .  . 
Matt:   What,  Dobie? 
Dobie:    I  gotta  say  something,  Marshal. 
Matt:   All  right. 
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Dobie:   Them  two  men  she  killed.    I  just  looked  at  them,  and  I 

don't  know  who  they  are  .   .   .  but  I've  seen  them. 
Matt:    So  .   .   . 
Dobie:  I  seen  them  the  other  day  when  I  was  talking  the  way  I 

was.    They  heard  me  .   .   .  they  was  listening 
Matt:   Go  ahead  .   .   . 

Dobie:    I  had  to  tell  you  that.    I  don't  feel  very  proud. 
Matt:   You're  the  one  that  oughta  go  to  jail,  Dobie. 
Dobie  :  That's  what  I'm  trying  to  tell  you,  Marshal.    It's  mostly  my 

fault  —  what  happened  to  her,  and  this  killing,  and  all.  .  .  . 
Matt:    Well,   you've  learned  something  now,   anyway. 
Dobie  :   But  there's  nothing  I  can  do  about  it.    It's  too  late,  I  feel 

like  hiding. 
Rose:    Mr.  Dobie  .   .   . 
Dobie:   Yes  .   .   .  ma'am.   .   .   . 

Rose:  Would  you  walk  back  to  the  hotel  with  me  and  my  husband? 
Dobie:  Would  I  .  .  .  Thank  you  ...  I'd  be  proud  to  — 
Music:    curtain 
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There  are  today 
numerous  religious  programs  on  radio  and  television.  Many  of  them 
consist  of  a  very  simple  format:  liturgical  music  and  a  sermon. 
These  types  of  programs  are  generally  "remotes,"  that  is,  they  are 
broadcast  directly  from  the  point  of  origin,  in  this  instance,  the 
church  or  synagogue.  But  the  networks  themselves,  and  many  local 
stations,  in  cooperation  with  religious  groups,  present  programs  of  a 
more  ambitious  nature,  namely,  the  religious  drama.  You  may  be  fa- 
miliar with  "Lamp  Unto  My  Feet,"  "Frontiers  of  Faith,"  "The  Cath- 
olic Hour,"  "The  Greatest  Story  Ever  Told,"  and  "Family  Theater." 

At  first  glance,  it  may  appear  that  the  religious  drama  is  a 
highly  specialized  field  for  the  writer.  Actually,  although  the  reli- 
gious drama  presents  a  moral  issue,  it  must  meet  the  requisites  of 
any  effective  dramatic  presentation.  Therefore,  the  writer,  whether 
he  be  a  churchman  or  a  layman,  must  first  have  a  knowledge  of 
dramatic  principles  and  be  cognizant  of  radio  and  television  tech- 
niques. 

The  audience  in  the  church  is  a  captive  audience.  It  has  come 
voluntarily  to  take  part  in  the  services,  to  listen  to  the  sermon.  It 
will  stay  in  its  pews  throughout  the  service.    But  the  home  audience 
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is  not  homogeneous.  Some  may  be  shut-ins,  in  which  case  religious 
programs  constitute  their  church-going.  But  the  majority  will  stay 
tuned  in  for  only  as  long  as  the  program  interests  them.  The  reli- 
gious drama  then  must  be  on  a  par  with  other  adult  drama.  It  must 
be  able  to  catch  and  hold  interest  and  its  message  should  be  an  in- 
tegral part  of  the  drama. 

Sig  Mickelson,  Vice  President  in  Charge  of  News  and  Public 
Affairs  for  CBS,  made  some  pertinent  observations  about  the  religious 
drama  in  an  address  before  the  National  Conference  of  Radio,  Tele- 
vision, Film,  Commission  of  the  Methodist  Church. 

.  .  .  too  often,  in  the  case  of  drama,  the  message  does  not  lend 
itself  to  dramatic  treatment,  and  we  end  up  with  a  dramatization  of 
some  minor  problem  in  every-day  life,  and  the  religious  message  is 
dragged  in  by  the  hair,  articulated  out  of  context,  or  by  some  stereo- 
type, so  that  not  only  is  the  drama  vitiated,  but  the  message  itself  is 
made  meaningless.  This  is  a  common  failing  of  many  "religious 
dramas."  And  I  have  a  feeling  that  it  is  because  we  have  no  basic 
understanding  of  —  or  at  least  no  common  agreement  on  —  what 
constitutes  religious  drama. 

Drama  can  have  a  message,  and  a  theme,  drama  can  have  a  religious 
message,  and  a  religious  theme.  But  these  must  be  inherent  in  the 
basic  situation  and  in  the  believable  actions  of  believable  people. 
Neither  message  nor  theme  can  be  dealt  with  in  pedantic  fashion  as 
from  a  pulpit. 

Many  religious  organizations,  cooperating  in  the  presentation 
of  network  programs,  have  recognized  these  principles  as  stated  by 
Mr.  Mickelson.  They  have  contracted  with  professional  writers  for 
their  series  of  religious  dramas.  "The  Eternal  Light,"  produced  for 
many  years  over  NBC  radio  and  now  also  seen  on  NBC  television,  is 
an  outstanding  example.  Morton  Wishengrad,  one  of  our  most  sensi- 
tive radio  and  video  playwrights,  has  written  many  successful  dramas 
for  "The  Eternal  Light."  A  representative  collection  of  his  scripts  is 
available  in  book  form  and  is  noted  in  our  bibliography.  "Eternal 
Light"  scripts  for  study  may  also  be  obtained  by  writing  to  the  Jewish 
Theological  Seminary  of  America,  3080  Broadway,  New  York  27, 
New  York. 

There  are,  of  course,  practical  considerations,  which  must  be 
taken  into  account  in  writing  the  religious  drama  for  network  televi- 
sion. Since  these  programs  are  sustaining,  costs  must  be  kept  down 
to  a  minimum.    This  means  few  sets,  two  or  three,  probably,  and 
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small  casts.    The  religious  drama  on  radio  has  no  problems  of  sets 
but  here,  too,  casts  are  comparatively  small. 

We  have  chosen  for  study  three  network-produced  religious 
dramas,  one  video  and  two  radio  scripts.  All  three  vary  in  theme 
and  will  give  you  an  idea  of  the  wide  scope  of  material  which  offers 
possibilities  for  religious  dramas.  The  Bible,  of  course,  is  an  endless 
source  of  material  for  dramatization  and  this  has  been  done,  most 
successfully,  by  the  radio  series,  "The  Greatest  Story  Ever  Told." 
But  many  current  religious  dramas  use  contemporary  themes  as  will 
be  illustrated  by  the  following  scripts. 


"LAMP    UNTO    MY    FEET" 

The  CBS  television  series,  "Lamp  Unto  My  Feet,"  produced  by 
Pamela  Ilott,  has  won  deserved  critical  acclaim.  "The  Back  of  His 
Head,"  by  Steven  Gethers,  is  a  typical  script  from  this  series.  It  is  a 
quarter-hour  script,  and  in  keeping  with  the  requirements  of  the 
sustaining  religious  drama,  it  has  a  small  cast  of  six,  including  an 
off-screen  narrator.  There  are  only  three  sets,  all  interiors.  The 
play  opens  in  the  living  room  of  the  Parker  home. 

Fade  in  on: 

(a  well  furnished  living  room  of  an  affluent  looking 
home.  a  boy  of  about  twelve  is  in  an  easy  chair  reading 
a  book  on  science.  off  to  one  corner  is  his  father.  we 
see  only  the  back  of  his  head  since  he  never  turns  our 
way  to  answer  a  question.  he  is  busily  engaged  in  filling 
out  tax  forms  and  business  papers.  our  narrator's  voice 
comes  over  the  scene.) 

Narrator  :  This  is  a  story  of  a  family  .  .  .  and  the  tale  is  based  on 
an  old  joke  which  I  am  sure  you've  heard  many  times,  (pause) 
The  boy  in  the  corner  is  Warren  Parker  .  .  .  twelve  years  old. 
He  is  reading  a  book  about  science.  Across  the  room  is  his 
father,  Richard  Parker.  We  see  only  the  back  of  his  head  be- 
cause this  is  how  Warren  sees  him  most  of  the  time.  Richard 
is  busy.  You  know  how  it  is  .  .  .  close  to  tax  time  .  .  .  getting 
his  business  affairs  in  order.  .  .  .  You  know  how  it  is.  (pause) 
The  joke?    It  goes  something  like  this.  .  .  . 
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Warren:    Dad?   (no  answer)   Dad! 

Richard:    Mmmmm? 

Warren:  What  causes  the  moon  to  stay  in  the  sky?  How  come  it 
doesn't  come  crashing  down  to  earth?   What  holds  it  up? 

Richard  (mumbling):  I  dunno.  (pause) 

Warren:  And  the  sun.  It  says  here  that  it's  a  big  ball  of  fire.  How 
come  it  doesn't  burn  up  everything  around  it? 

Richard   (mumbling):    I  dunno. 

Warren:   Where  did  the  salt  in  the  ocean  come  from? 

Richard  (irritated):    I  dunno.   (pause) 

Warren:    Dad? 

Richard:    Mmmm? 

Warren:  You  don't  mind  my  asking  you  these  questions,  do  you? 

Richard:  Of  course  not.  How  else  will  you  learn?  (The  narra- 
tor   COMES     IN    AS    WE     GO     TO    A     CU     OF     THE     BACK    OF 

Richard's  neck,    he  is  still  working  furiously  over 
his  papers.) 
Narrator:  An  old  joke  ...  I  warned  you  about  it  .  .  .  except  Mr. 
Parker  doesn't  know  that  the  joke  will  be  on  him  .  .  .  five  years 
later. 

The  next  scene  takes  place  five  years  later.  Mr.  Parker,  as 
usual,  is  buried  in  work  at  his  desk.  His  son,  Warren,  is  seventeen 
now.  Mrs.  Parker  is  worried  about  Warren.  Whenever  she  speaks 
to  him,  he  answers  only  in  monosyllables.  The  effect  of  his  father's 
influence  is  apparent  to  Mrs.  Parker,  but  Mr.  Parker  is  unaware  of 
his  own  dereliction.  In  vain,  Mrs.  Parker  warns  her  husband  that 
he  is  spending  too  much  time  at  his  desk  and  too  little  with  his  family. 
His  answer  is  that  he  has  to  stick  to  his  desk  in  order  to  earn  a  living 
for  his  family.  He  assures  her  there  is  no  cause  for  anxiety  about 
Warren.  Their  son  will  be  an  honor  student  at  State  University, 
Mr.  Parker  predicts,  but  his  wife  urges  him  to  speak  to  the  boy. 

Mildred:   Talk  to  the  boy,  Richard. 

Richard:   Talk  to  him?    What  about? 

Mildred:  Anything.   Just  talk  to  him.  .  .  .  Ask  him  about  his  plans 

.    .   .  his   .   .   .   anything. 
Richard:  All  right,  (pause)  Will  you  sharpen  these  pencils,  dear? 
(she  sighs  and  takes  them  from  him) 
Mildred:  Fifty  years  from  now  Warren's  son  will  ask  him  what  he 
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remembers  best  about  his  father  and  he'll  say,  "The  back  of 
his  head." 

(But  he's  already  at  work  and  we  dolly  in  for  a  cu  of 
.  .  .  the  back  of  his  head.) 

Dissolve  to: 

(Interior  of  a  high  school  principal's  office,  he  is  look- 
ing over  a  student's  record  a  bit  uneasily,  he  frowns 
as  there  is  a  knock  on  the  door.) 

Porter:  Come  in.  (Warren  enters)  Hello,  Warren.  Sit  down, 
son.  (Warren  sits  without  a  word.  Porter  looks  at 
him)  Well  .  .  .  how  are  you  getting  along? 

Warren:    Fine,  sir. 

Porter:  How  are  your  folks?    I  haven't  seen  them  in  quite  awhile. 

Warren:   Fine,  sir.   (Porter  pauses  for  a  moment) 

Porter:  Warren  .  .  .  what's  happened  to  you  this  past  semester? 

Warren:    Mmmm? 

Porter:  It  seems  inconceivable  to  me  that  a  boy  who  was  on  the 
honor  roll  .  .  .  the  top  of  his  class  .  .  .  should  suddenly  fall 
twenty  points  below  his  usual  standards.  Surely  the  work 
hasn't  been  that  difficult,  (pause)  Has  it? 

Warren:    No  sir. 

Porter:  You  were  such  an  .  .  .  outgoing  young  man,  Warren. 
Your  instructors  tell  me  that  you're  no  longer  ...  (he  fum- 
bles for  the  right  word)  Er  .  .  .  curious. 

Warren:    Mmmmm?? 

Porter:  No  longer  curious.  You  used  to  ask  questions.  Now  you 
sit  there  rather  listlessly. 

Warren:    I'm  passing. 

Porter:    Is  that  all  you  want  to  do  .   .   .  pass? 

We  have  seen  now  in  this  transition  from  the  Parker  home  to 
the  high  school  principal's  office,  the  development  of  the  theme:  the 
influence  of  home  environment  on  the  growth  of  children.  Warren's 
appetite  for  learning  has  been  dulled  by  lack  of  intelligent  feeding  at 
home.  Mr.  Porter,  the  principal,  decides  to  discover  the  reason  for 
Warren's  apathy  and  the  sudden  dip  in  his  grades.  He,  therefore, 
visits  the  Parkers,  and  has  a  frank  talk  with  them.  Mr.  Parker  cannot 
understand  his  son's  attitude  and  is  shocked  when  the  principal 
suggests  that  Warren  see  a  psychiatrist. 

Porter:  I'd  like  to  have  him  talk  to  our  school  psychiatrist. 
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Richard:    Psychiatrist?     Are   you   serious?    The   boy's   a   normal, 

healthy  .   .  . 
Porter:    Disturbed    young    man.    (pause)    Something's    wrong, 

Richard.    I  don't  know  if  it's  with  him  or  Mildred  or  .   .   . 

you.    But  something's  wrong.    And  if  you're  not  careful  it  can 

develop  into  something  quite  serious. 
Richard:  I  don't  understand,  Phil.   The  boy's  got  everything.    He's 

never  felt  any  financial  insecurity.    I  do  quite  well  .  .  .  always 

have.    He's  got  friends  .  .  .  clothes  .  .  .  everything  a  kid  could 

ask  for.  (pause)  A  psychiatrist  .  .  . 
Porter:   Why  does  that  frighten  you? 
Richard:   I  don't  know.    It  just  does. 
Porter:  Well  .  .  .  think  about  it.    If  you  want  him  to  make  State 

.  .  .  think  about  it. 
(He  rises  and  exits.    Mildred  sees  him  to  the  door  and 

returns.     she    stands    looking   at   him    for   quite   a 

WHILE.) 

Richard:   What  .   .   .  what  do  you  think,  Mildred? 

Mildred:  I  think  he  should,  Richard,  (pause)  I  think  he  should 

talk  to  that  psychiatrist. 
Richard  :   Why? 
Mildred:    Because  ...  he  won't  talk  to  you. 

It  is  his  wife's  blunt  response  which  finally  makes  Mr.  Parker 
realize  that  he  must  have  a  heart  to  heart  talk  with  his  son.  He  goes 
up  to  his  son's  bedroom,  and  knocks  at  the  door. 

Warren   (os):   Come. 

(Richard  enters,  as  he  opens  the  door  we  cut  to  the 
first  sight  of  warren.  he  is  at  his  desk  working 
over  his  homework.  he  doesn't  move  as  all  we  see 
of  him  is  the  back  of  his  head.) 

Richard:    Hello,  Warren. 

Warren:   Hello.   (Richard  closes  the  door.) 

Richard:   May  I  sit  down? 

Warren:    Sure,   (he  still  doesn't  turn.) 

Richard:   Warren   .   .   .   (no  response)  Warren! 

Warren  :    Mmmmmmm? 

The  device  here  is  obvious  but  it  makes  the  point.  We  know 
that  oftentimes  the  best  method  of  teaching  is  by  example.    And 
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Warren  is  demonstrating  to  his  father  very  specifically  what  is 
wrong.  Mr.  Parker  finally  becomes  annoyed  at  speaking  to  the  back 
of  his  son's  head  and  asks  the  boy  to  turn  around.  Warren  does. 
His  father  demands  to  know  why  his  grades  have  dropped  and  warns 
that  he  will  not  be  admitted  to  the  highly  rated  State  University.  Mr. 
Parker  is  shocked  to  learn  that  his  son  doesn't  want  to  go  to  State. 
Warren  explains  why. 

Warren:  If  I  go  out  of  town  I'll  live  in  a  dormitory  ...  a  fraternity 
.  .  .  somewhere  .  .  .  where  after  the  day  is  over  .  .  .  they'll 
talk  to  me.  (pause)  My  average  didn't  drop  in  school.  I 
dropped  it  ...  on  purpose  .  .  .  because  I  don't  want  to  be 
admitted  to  State  University,  (long  pause) 

Richard:   I  .  .  .  I've  tried  to  give  you  everything,  Warren. 

Warren:  Yes,  sir.  But  it  always  wound  up  like  this.  All  I  ever 
got  from  you  was  .   .   .  this,   .   .   . 

(he  turns  away  in  his  chair  and  faces  his  desk,  we  cut 
to  a  cu  of  the  back  of  his  head  and  stay  on  it  for 
awhile.    slowly  rlchard  rises  and  exits.) 

Understanding  has  finally  come  to  Richard  Parker,  and  the 
play  is  resolved  as  he  makes  a  somewhat  shamefaced  admission  to 
his  wife. 

(We  follow  him  down  the  steps  into  the  living  room, 
he  walks  to  his  desk  where  mlldred  is  standing.  he 
can't    LOOK   AT   HER.) 

Mildred:   What  did  he  say? 

(Richard  takes  the  key  and  locks  up  his  desk  tightly.) 

Richard:  I'm  the  one,  Mildred.  I'm  the  one  who  should  see  the 
psychiatrist.  There's  nothing  wrong  with  the  boy.  He's  doing 
the  right  thing,   (pause)  How  else  will  he  learn? 

Mildred:   What? 

(We  pull  back  as  he  embraces  her.) 

Narrator  (voice  over)  :  How  else  will  he  learn?  .  .  .  An  old 
joke  .  .  .  the  story  of  a  family  .  .  .  and  how  a  desk  became  a 
lethal  weapon  in  the  hands  of  an  educated  man.  ,  .  . 

GO  TO  BLACK 
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"FAMILY    THEATER" 

"Family  Theater"  has  been  presented  over  the  Mutual  Network 
for  many  years.  Hundreds  of  stars  of  stage,  screen  and  radio  have 
given  unselfishly  of  their  time  and  talent  to  appear  on  this  weekly, 
half  hour  radio  series,  produced  by  Frs.  Patrick  Peyton  and  Philip  A. 
Higgins.  One  of  the  finest  plays  of  this  series  is  Timothy  Mulvey's 
"God  and  a  Red  Scooter." 

Music:    theme 

Anncr:   Family  Theater  presents  Mitzi  Gaynor  and  Lyle  Bettger. 

Music:    theme 

Anncr:  From  Hollywood,  the  Mutual  Network,  in  cooperation  with 
Family  Theater,  presents  "God  and  a  Red  Scooter"  star- 
ring Lyle  Bettger.  And  now,  here  is  your  Hostess  —  Mitzi 
Gaynor. 

Music:    theme 

Hostess:   Thank  you,  Tony  La  Frano  — 

Family  Theater's  only  purpose  is  to  bring  to  everyone's  atten- 
tion a  practice  that  must  become  an  important  part  of  our 
lives  if  we  are  to  win  peace  for  ourselves,  peace  for  our  families, 
and  peace  for  the  world.  Family  Theater  urges  you  to  pray  — 
pray  together  as  a  family. 

Music:    THEME 

Anncr:  And  now  to  our  transcribed  drama,  "God  and  a  Red 
Scooter"  starring  Lyle  Bettger  as  "Ed." 

Music:  something  with  moonlight  and  vineyards  and  far 
hills  .  .  .  down  behind 

Narr  (slowly):  Sleep  is  beautiful.  .  .  .  Sleep  is  a  soft  hand 
smoothing  the  frowns  and  frets  on  the  tired  faces  of  men. 
Sleep  is  a  mother  hand,  rocking  the  cradle  of  the  world  .  .  . 
rocking  it  softly  .  .  .  rocking  men  and  women  and  all  the 
little  children  to  sweet  silence  and  peace.  That's  what  sleep  is. 
And  do  you  want  to  know  something?  (pause)  1  pity  the  man 
who  does  not  know  how  to  sleep. 

Music:   soft  punctuation  .  .  .  down  behind 

Narr:  Consider  little  Eddie.  I  love  children  like  Eddie.  Eddie 
knows  how  to  sleep.  Before  he  went  to  bed  tonight,  he  was 
having  a  talk,  all  by  himself,  down  there  in  the  garden.    This 
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is  the  way  he  spoke  this  afternoon  as  he  sat  dropping  pebbles 

into  a  milk  bottle. 
Music:    out 
Eddie  (five  years  old):  And  ya  know  what  I  said,  God?   Know 

what  I  said  to  Daddy?  (pebble  plink)  I  said  .  .  .  "God  did 

hear  me!"    That's  what  I  said,    (pebble  plink)  And  God, 

'member  when  I  said  .  .  .  "Please  give  me  a  red  scooter  like 

Stevie  and  Tony's  got."   (pebble  plink)  'Member  when  I 

said  that?   About  the  scooter.    Didn't  ya  hear  me,  God?    Huh? 

Didn't  ya?  (beat)  Look,  God  ...  I  got  lotsa  pebbles  ...  a 

whole  million,   (pebbles  plinking) 
Music:    in  behind 
Narr:  See  what  I  mean?    See  why  I  love  little  children  like  Eddie? 

He  wanted  a  red  scooter  .  .  .  He  went  to  sleep  dreaming  of  a 

red  scooter.   And  did  he  get  the  scooter?  (laughing  softly) 

Well  ...  I  shall  have  to  tell  you  the  whole  story.   In  a  manner 

of  speaking,  the  story  begins  with  grapes. 
Music:    out 
Ed  (late  twenties):  From  this  hill,  you  get  a  pretty  good  idea 

how  it  looks,  Jeanie. 
Jean  (twenty):   The  vines  are  beautiful,  Ed.    Nice  dark-green. 
Ed:    Here,  let  me  hold  Eddie  for  ya. 
Jean:   Be  careful  of  his  back,  Ed.    He's  so  wiggly. 
Ed:    I  got  'im. 

Jean:   Is  that  our  land  all  the  way  to  the  road? 
Ed:   Straight  clean  to  Route  99.    That's  twenty-six  acres  of  good 

grape-wood,  Jeanie.    Don't  it  make  you  feel  kinda  glad  just  to 

look  at  it? 
Jean  (smiling  proudly):  Uh-huh.    It  almost  makes  you  want  to 

laugh  and  .  .  .  and  cry,  Ed.    Standin'  here  like  this  and  lookin' 

down  on  our  own  land.  .  .  .  (happy  breath)  It's  nice  to  own 

something. 
Ed:  Yeah.    Cost  me  plenty  of  jack,  too.    But  it's  worth  it. 
Jean:  When'll  the  grapes  be  growin',  Ed? 
Ed:   Oh,  three  years.    It  takes  at  least  three  years. 
Jean:  Seems  so  long  to  wait.    I  mean  .  .  .  you'd  think  they'd  just 

pop  out. 
Ed:  Not  grapes,  Jeanie.   You  gotta  build  up  grapes.    You  gotta  work 

a  vineyard.    Then  after  three  years  .  .   .  you  know  what  it's 

gonna  be  like  down  there? 
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Jean:    What? 

Ed:  They're  gonna  be  out  there  on  the  wire  trellises  .  ,  .  those 
grapes.  They're  gonna  be  hangin'  thick  and  heavy  near  the 
redwood  stakes.  And  when  the  harvest  comes,  we're  gonna  be 
packin'  in  .  .  .  well  .  .  .  over  two  hundred  tons  of  the  best 
Red  Emperors  in  California. 

Jean  (breathing  happily)  :  .  .  .  it's  almost  like  a  miracle,  Ed.  .  .  . 

Ed:    Yah. 

Jean:  Eddie'll  be  three  years  old  when  we  start  pickin'  our  grapes. 

Ed:    Yeah. 

Jean:    He'll  be  walkin'. 

Ed:  Yep.    It  takes  time  for  kids  and  grapes  to  grow. 

Music :    in  and  down  behind 

Narr:  These  plans  .  .  .  these  husband  wife  plans,  spoken  in 
sunny  places,  are  delightful.  Invariably,  delightful.  But  I 
must  repeat.  ...  I  pity  the  man  who  does  not  know  how  to 
sleep. 

Music :   out 

Narr  (over  the  shoulder  .  .   .  easily):   Just  listen  to  him. 

Ed  (worried  .  .  .  thinking)  :  Maybe  I  made  a  mistake  .  .  .  it's  a 
risky  business  .  .  .  it's  a  gamble  puttin'  all  your  money  into 
grapes. 

Narr:  The  man  is  worrying,  mind  you,  at  one  o'clock  in  the 
morning. 

Ed:  Could  be  a  shrinkage  .  .  .  could  be  a  bad  market,  and  then  .  .  . 
well,  I  just  can't  afford  to  bump  a  tough  market. 

Narr:  Look  at  him  fidgeting  with  pencils  and  papers  and  doubts. 

Ed:  Emperors  should  sell.  Munson  said  Emperors  was  a  good  grape. 
But  I  don't  know  .  .  .  maybe  I  should've  stacked  up  with 
Muscats,  or  Rebiers.   Norton  did  all  right  last  year  with  Rebiers. 

Narr:  All  this  at  one  o'clock  in  the  morning,  when  he  should  be 
asleep  with  his  wife  and  babies. 

Music:   up  and  down  behind 

Narr:  You'd  think  the  gentleman  might  allow  himself  the  gentle 
privilege  of  getting  tired.  At  least  by  one  o'clock  in  the  morn- 
ing, you'd  think  he  might  yawn  and  go  to  bed.  Why  doesn't 
he  stop  fretting?  Why  doesn't  he  relax?  Poor  fellow.  I  pity 
the  man  who  does  not  know  how  to  sleep. 

Music  :    out 

Jean:   You're  not  getting  enough  rest,  Ed. 
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Ed  (touchy):  Now  don't  start  fussin'  again,  Jean. 

Jean:  You  know  what  the  Doctor  said.  All  this  worryin'  will  only 
make  you.   .   .   . 

Ed:  Worryin'  happens  to  be  a  part  of  a  grape  deal.  Besides,  a  fella's 
got  a  right  to  get  excited  over  his  first  harvest.  We're  pickin' 
in  three  weeks. 

Jean:  But  you're  losin'  weight.  And,  Eddie,  grapes  aren't  every- 
thing. Not  if  you're  gonna  keep  losin'  your  health  and  every- 
thing. 

Ed:    That's  what's  worryin'  ya? 

Jean:   Yes. 

Ed  (the  explainer):  Look,  Jeanie.  I'm  tryin'  to  figure  this  out. 
Maybe  fifteen,  twenty  years  from  now  we'll  want  to  take  it 
easy.  We'll  want  a  better  house  than  this.  And  the  kids  .  .  . 
well,  they  got  to  get  an  education.  College!  Every  kid  we  have 
goes  to  college.  And  then  maybe  —  someday  —  you  and  me, 
we'll  take  a  trip,  Jeanie.  All  the  way  to  Holland  maybe.  You 
always  said  you'd  like  to  see  kids  in  wooden  shoes. 

Jean:  It's  so  nice  to  hear  you  talk  like  that,  Ed. 

Ed:  All  right.  That's  the  picture.  Now,  do  you  know  what's  paintin' 
that  picture? 

Jean:    What? 

Ed:  Grapes.  .  .  .  See  those  grapes  out  there  tonight?  I  put  four  years 
into  them.  Every  cent  we  own  is  in  those  grapes,  and  right 
now,  this  minute,  I  figure  Ave  got  over  two  hundred  and  thirty 
tons  on  those  vines.  They're  ready  for  the  lug  boxes  in  three 
weeks.  Now,  if  anything  goes  wrong  with  those  grapes,  Jeanie 
.  .  .  well  .  .  .  it's  gonna  put  an  awful  big  dent  in  things. 

Jean:   Nothing's  gonna  be  wrong  with  the  grapes,  Ed. 

Ed:   A  lot  of  things  can  go  wrong  with  'em. 

Jean:  The  trouble  with  you,  Ed,  is  that  you  haven't  got  enough 
faith  in  God. 

Ed:    Now,  don't  go  into  that  again. 

Jean:  Maybe  if  you  got  down  on  your  knees  once  in  awhile  .  .  . 
instead  of  .   .   . 

Ed  (vexed):  Listen,  Jeanie,  will  you  do  the  prayin'  and  let  me 
look  after  the  grapes.    Will  ya? 

Music:    up  and  down  behind 

Narr:  Well,  that's  the  way  it  is  with  some  people.  Their  heads  are 
forever  spinning  plans  and  projects.   You'd  think  Edward  might 
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have  a  little  more  confidence  in  me.  You'd  think  he'd  stop 
worrying  for  the  space  of  a  quiet  sleep  .  .  .  and  let  me  look 
after  the  grapes.  For  I  do  have  a  way  with  grapes  .  .  .  with 
vines  and  branches.  .  .  .  Understand  me!  I'm  not  against  plans 
and  projects.  I  find  no  fault  with  the  sweat  on  a  man's  brow 
...  for  labor  is  a  magnificent  and  courageous  thing.  I'm  talk- 
ing, rather,  about  something  that  is  more  courageous  than 
labor.  I'm  talking  about  relaxation.  About  confidence.  About 
trust  and  faith  in  me.  I  like  the  man  who  sleeps.  I  love  the 
man  who  relaxes,  and  who,  like  a  child,  rests  easily  in  the  arms 
of  my  Providence.  Not  so  with  Edward.  Edward  is  too  full 
of  plans.  As  if  the  plans  of  men  .  .  .  were  merely  the  plans  of 
men.  .  .  .  Listen  to  him! 

Music:    out 

Ed  (belligerent):  Sure  I'm  ready  to  start,  Campbell.  My  grapes 
can't  wait.    Where  are  those  pickers  ya  promised  me? 

Camp  (burly  gent):  We're  comin'  up  the  valley  fast  as  can,  Ed. 
Don't  blow  your  top,  man. 

Ed:    You  got  enough  pickers  for  me? 

Camp:   All  you  need.    Only  give  mc  time. 

Ed:    How  soon  do  you  figure  to  make  it? 

Camp:  We'll  be  cuttin'  your  vines  by  the  seventeenth.  I'll  guar- 
antee that. 

Ed:    Okay.    Only  make  it  fast. 

Camp:    Fast  as  I  can. 

Music:    up  and  down 

Narr:  Now  ...  I  like  vineyards  .  .  .  vineyards  and  the  fruit  of  the 
vine  .  .  .  thick  clustered  grapes,  all  bursting  black  and  purple 
in  the  harvest  time.  .  .  .  These  are  among  some  of  the  lovelier 
aspects  of  my  creation.  I  bear  no  grudges  against  vineyards  .  .  . 
having  regard  for  the  littlest  grape.  But  once  in  a  while  ...  by 
design  .  .  .  clouds  will  gather  for  reasons  sufficient  to  the 
ultimate  purpose  of  things. 

MUSIC:  THUNDER  DRUM  .  .  .  ONE  BOOM  .  .  .  FEATHER  IN  WITH 
GATHERING    STORM    BEHIND 

Narr:  I  gather  a  breeze  at  Burbank  .  .  .  and  scoop  a  cool  breath  off 
the  High  Sierras.  Northeasterly,  my  gales  go  playing  with 
canyon  dust  and  the  sea  sands  at  San  Diego.  And  quite  sud- 
denly .  .  .  quite  perceptibly,  there  is  mist  in  the  midlands,  and 
in  the  valley  of  San  Gabriel,  and  out  around  the  mountains, 

THE     RELIGIOUS     DRAMA  381 


and  down  from  the  mountains  .  .  .  down  around  the  flatlands 
of  San  Fernando.  Nor  is  it  any  surprise  that  there  is  mist  also 
in  the  eyes  of  a  woman  in  Fresno. 

Music:   out 

Jean  (anxious):  It  won't  rain,  Ed.  Don't  keep  staring  like  that 
out  the  window. 

Ed  (he's  been  hit  .  .  .  tense):  You  heard  what  it  said  on  the 
radio. 

Jean  :  But  that's  just  mist,  Ed.  You  know  how  it  is  with  mists.  They 
come  and  go.  It'll  be  dry  tomorrow.  The  grapes'll  be  dry,  wait 
and  see. 

Ed:    Listen! 

Sound:    mix  rain  and  wind  .   .   .  build  behind 

Jean:    It's  only  a  little  flurry  of  rain,  Ed. 

Ed:    Listen. 

Jean  (beginning  to  break):  God  won't  spoil  everything  by  let- 
ting it  rain  now,  Ed.  I  know  He  won't,  (crying  in)  Oh, 
God,   don't  let  it  rain. 

Sound:  up  with  rain  .  .  .  hold  behind  music 

Music:  sweep  up  with  deluge  .  .  .  fade  out  fast 

Sound:  hold  well  up  behind  with  rain  and  wind 

Ed  (cold  and  bitter):  Yeah.  .  .  .    God  won't  let  it  rain! 

Jean:  Oh,  Eddie  .  .  .  don't  let  it  hurt  you. 

Ed:  Three  days  .  .  .  three  days  to  harvest.  .  .  .  And  look  at  it 
tonight,  (laughing  bitterly)  You  work  for  years  .  .  . 
prune  .  .  .  cultivate.  You  put  every  red  cent  ya  own  into 
grapes  and  whatta  ya  get?  Washout!  A  man  ain't  supposed 
to  cry.  (breaking  slightly)  Yeah.  A  man  ain't  supposed 
to  cry. 

Music:   in  softly  .  .   .  sad  behind 

Narr:  Believe  me,  I  hold  no  grudges  against  vineyards.  I  like  vine- 
yards. But  more  than  all  the  vineyards  in  the  world,  I  like  man. 
I  love  man .  I  know  man  well  .  .  .  yet  never  do  I  cease  to  wonder 
at  him.  He  is  capable  of  so  much  ...  of  kindness,  of  charity, 
and  of  sacrifice  .  .  .  and  yet,  so  often,  he  is  incapable  of  hope. 
All  things  you  can  ask  of  him  at  times  —  save  this  —  a  little 
faith  ...  a  little  confidence.  It  was  so  with  you,  Edward.  .  .  . 
It  was  so  with  you  those  nights. 

Music:   out 

Eddie:  But  Tony  and  Steve's  got  scooters,  Mom. 
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Jean:  Yes,  I  know,  Eddie.    But  you  don't  want  a  scooter. 

Eddie:    I  want  a  red  one. 

Jean:  Maybe  on  your  next  birthday  you'll  get  one. 

Eddie    (lip   trembling):    But   Tony  and   Stevie's   got  scooters, 

and.   .   .   . 
Jean  :  Now,  no  baby  stuff.   You're  a  big  man  now.   You  just  pray  to 

God  and  next  year  he'll  send  you  a  scooter. 
Eddie  (a  quickie):  God  send  me  a  scooter  tomorrow  like  Stevie's 

got.   A  red  one.   I  don't  want  to  wait  till  next  year,  God.   Hurry 

up  and  send  me  a  scooter,    (back  to  normal)  Did  He  hear 

me,  Mom? 
Sound:    open  door  off 
Jean:    Hello,  Ed. 

Eddie:    Daddy,  did  God  hear  me? 
Ed   (off):    What're  you  talkin'  about,   Eddie? 
Sound:   door  closes 
Eddie:  I  ast  God  to  send  me  a  scooter.   Did  He  hear  me  on  account 

of  it's  my  birthday  tomorrow? 
Ed  (weary  .   .   ,  cold  .   .   .  fade  in):   I  wouldn't  know,  Eddie. 

I  wouldn't  know  too  much  about  that. 
Eddie:    It's  a   red  one. 
Jean:    Tired,   Ed? 

Eddie  (fading):   Maybe  God  left  it  in  the  yard  already. 
Ed  (quiet  grouch)  :  Have  ya  been  givin'  him  ideas  about  birthday 

presents? 
Jean:   He's  been  askin'  for  that  scooter  for  over  a  year,  Ed.    You 

know  that. 
Ed:    Well,  tell  him  to  stop  askin'. 
Jean  (pause)  (quiet):  Ed,  you've  .  .  .  you've  changed  so  much 

lately. 
Ed:    Sure.    I  know  enough  now  not  to  go  around  askin'  God  for 

scooters.    Maybe  I  should  ask  Him  for  a  rebate  on  twenty-six 

acres  of  slip-skins. 
Jean  (uneasy):   Oh  .   .   .  er  .   .   .  supper's  ready. 
Ed:  I  saw  Campbell  today.    We're  ready  to  pick  in  a  week,  (sour) 

My  second  harvest. 
Jean:    It'll  be  a  good  one,  Ed. 
Ed:  Maybe.   But  I'm  not  countin'  grapes  'till  I  get  'em  offa  the  vine. 

I'm  only  bankin'  on  Red  Emperors,  Jeanie  .  .  .  not  red  scooters. 
Music:    bridge 
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Camp:  What're  you  so  jittery  about,  Ed.    Heck,  man,  you're  gonna 

do  all  right.    You  gotta  nice  crop  out  there. 
Ed:  I  had  a  nice  crop,  last  year,  too,  Campbell. 
Camp:   Forget  last  year.    From  the  looks  of  them  vines,  Ed,  I'm 

guaranteein'  you'll  be  cuttin'  three  hundred  lugs  a  day. 
Ed:  Okay.  Be  seein'  you  tomorrow,  Campbell. 
Camp:   Right.    And  .  .  .  Ed. 
Ed:   Yeah? 
Camp  (confidential):  This  is  between  you  and  me,  but  have 

you  been  noticin'  your  wife  lately? 
Ed:    Jeanie? 
Camp:  Yeah.    That  kid  looks  plenty  tired  out.    She's  worryin'  about 

a  lotta  things. 
Ed  (laughing  it  off  easily):  Nothin'  wrong  with  Jeanie.    You 

know  how  women  are,  Campbell.    But  she'll  straighten  out. 
Camp:   I  dunno,  Ed.    But  if  I  was  you,  I'd  .  .  . 
Ed:    Listen,   Campbell.     I   understand  Jeanie.    All   I  need  is  one 

good  harvest,  and  then  .  .  .  maybe,  we'll  do  a  little  celebratin'. 

That'll  fix  her  up. 
Camp:  Yeah.  ...   I  suppose.  .  .  .   Well  .  .  .  here's  to  a  good  harvest. 
Music:    up   .   .   .   cross  fade  out  behind 
Sound:    thumping  of  full  grape  boxes  being  loaded  on 

truck  behind 
Ed  (exultant  overlord):  Looka  those  grapes  pilin'  up,  Camp- 
bell!   Those  are  big  lugs! 
Camp:    Swell  crop! 
Ed  (very  slow  fade):   I'm  goin'  back  home  and  pick  up  Jeanie 

and  the  kids.    Gonna  set  them  up  there  on  that  hill  and  let 

'em  look  at  a  real  harvest.    That's  worth  lookin'  at  .  .  .  ain't  it 

Campbell? 
Music:    bridge 
Sound:  open  door  quickly  .  .  .  close  door  .  .  .  walk  rapidly 

thru  rooms  of  house 
Ed  (calling  happily):  Jeanie!    Oh,  Jeanie.  .  .  .  Got  a  surprise 

for  you  and  the  kids.   .    .    .    (to  himself)   Mmmmm   .    .   . 

wonder  if  she's  lyin'  down  again? 
Sound:    steps  to  stop   .   .   .  open  bedroom  door 
Ed  (short  laugh):  Knew  I'd  find  you  in  here,  lazy  bones.   Jeanie, 

I  wanta  take  you  and  .  .  .  (stop  suddenly)  .  .  .  What's  the 

matter,  Jeanie? 
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Jean  (sort  of  weary):  Tired,  Ed. 

Ed  (slight  worry):  You  don't  look  good.  You  don't  look  good 
at  all.    Maybe  I  better  get  Doc  Hanley  for  ya. 

Jean:  Wait  a  minute,  Ed.  (pause)  It's  funny,  (pause)  Some- 
how I've  always  had  a  feelin'  I'd  be  lyin'  here  like  this  .  .  . 
talkin'  here  like  this  .  .  .  tellin'  you  sooner  or  later  that.  .  .  . 

Ed:   Whatta  ya  talkin'  about? 

Jean  (matter  of  fact):  Ed,  I'll  be  leavin'  you  for  awhile. 

Ed:  Now  look  here.  You're  just  run  down.  Doc  Hanley'll  fix  you 
up  in  a  jiffy. 

Jean:  Come  here,  Ed.  (pause)  Sit  on  the  bed.  (pause) 
Now  look  at  me.  (laughing  very  softly)  Do  I  look 
scared? 

Ed:  No.   You  don't  look  scared  but  you  look.  .  .  . 

Jean:  All  right.  Now,  listen  to  me.  The  sheets  are  in  the  closet 
downstairs.  And  the  kids'  laundry  .  .  .  you'd  better  send  it 
out  every  week.  .  .  .  Mrs.  Abel.  .  .  . 

Ed  (he  is  getting  scared)  :  Whatta  ya  talkin'  about,  Jeanie? 

Jean  (slight  pain)  :  Ed,  maybe  you  better  start  prayin'  for  me.  .  .  . 
(breaking  easily)  Don't  leave  me  alone,  Eddie.  Don't  ever 
leave  me  alone.  Just  keep  prayin'  for  me  .  .  .  and  .  .  .  (try- 
ing to  get  back  to  a  smile)  and  maybe  we'll  still  take  that 
trip  someday  you  and  me,  Ed  .  .  .  we'll  go  first  class,  huh  .  .  . 
all  the  way  to  Holland  to  see  the  tulips  and  the  kids  with 
the  wooden  shoes. 

MUSIC:     IN    SOFTLY.    .    .    .BUILD    .    .    .    OUT    .    .    . 

Ed:   What  about  it,  Doc? 

Doc  (old)  :  Far  as  I  know  .  .  .  and  remember  .  .  .  I'm  only  one 

doctor  .  .  .  there's  nothing  much  that  can  be  done  for  Jeanie, 

Ed. 
Ed  (grim):  All  right.    I'll  get  her  .  .  .  I'll  get  the  best  specialists  in 

this  country  if  I  have  to. 
Doc :  Go  right  ahead.    By  the  way,  you  can  go  in  and  see  her  now. 

She's  conscious  again. 
Sound:   open  door  .   .   .  footsteps  slow  .   .   .  stop  .  .  . 
Ed  (soft):    Hello,  Jeanie,  kid. 
Jean:    Hello,  Ed.   .   .   . 
Ed  (lying):  You're  lookin'  pretty  good,  Jeanie.    Your  face  is  .  .  . 

you're  still  beautiful,  honey. 
Jean:    How're  the  kids? 
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Ed:   Good.    Listen,  Jeanie.  ...  I  was  just  talkin'  to  Doc  Hanley 

and.   .   .   . 
Jean  (utterly  weary)  :  I  know,  Ed.    It's  all  right. 
Ed:  I'm  goin'  to  get  you  the  best  specialists  in  the  country. 
Jean:   Ed.   .  .   . 
Ed:   Yeah? 

Jean:  I  asked  you  to  do  something  for  me  once.    Remember? 
Ed    (ironically   resigned)  :    Okay,   Jeanie.     You   asked  me  to 

pray.    Look.    I'll  get  down  on  my  knees  right  now.    Do  you 

really  want  me  to  start  prayin'? 
Jean:   Not  that  way,  Ed. 
Ed:  All  right.    Now,  look.    If  I  have  to  kidnap  a  half  dozen  of  the 

best  doctors,  I'll  do  it.    You're  gonna  get  better,  Jeanie.    Hear 

me,   Honey?    You're  gonna  get  better.    You'll  be  outta  here 

before  you  know  it. 
Music:    bridge 
Sound:    open  door 

Ed:  Excuse  me  for  bargin'  in  like  this,  Doc.    What  did  you  find? 
Doc:  They're  doing  everything  possible,  Eddie.    You'll  have  to  be 

patient. 
Ed  (slightly  beaten  here):  Yeah.   That's  what  everybody  says. 

Be  patient. 
Doc :  Why  don't  you  go  home  and  rest?    Get  a  little  sleep? 
Ed:  Sleep?   Not  now.  ...   I  can't  sleep  now. 

Music:  in  softly  .  .  .  deep  .  .  .  anguish  .  .  .  behind.  .  .  . 
Ed  (long  pause):   Are  ya  listenin'  God.  ...  I  don't  know  the 

words  you're  supposed  to  use  .  .  .  but  .  .  .  but  it's  from  the 

bottom  of  my  heart.  .  .  .  I'm  prayin'  for  Jeanie,  my  wife.   I  . 

I  can't  lose  her,  God.    Not  now.  .  .  .  We  got  kids,  God  . 

three  kids  .  .  .  and  we're  tryin'  to  make  a  go  of  it  with  grapes 

You  gotta  hear  me,  God.    You  gotta  make  Jeanie  well.   .   . 

Please,  God  .  .  .  I'm  askin'  ya  from  the  bottom  of  my  heart 
Music:   bridge  .  .  .  coming  up  .  .  .  hold.  .  .  .  out.  .  .  . 
Ed:    What's  her  chances  now? 

Doc  (pause)  :  Sorry.  I  think  you'd  better  be  prepared  for  the  worst 
Ed:   You  mean  there's  no  chance. 
Doc :    She's  getting  weaker.    I'm  sorry.   .   .   . 
Ed   (washed  out):    I  see.    I  understand.    Okay,  Doctor. 
Music:    bridge 
Board:    dead  air  .   .   .  three   seconds 
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Eddie:   What's  the  matter,  Daddy? 

Ed:    Nothin'. 

Eddie:    Mom's  sick,  huh? 

Ed:   Yes. 

Eddie:  Whyn't  ya  ask  God  to  send  Mom  home,  huh?    Want  me 

to  ask  God  for  ya,  Daddy? 
Ed:    Maybe  God's  got  cotton  in  His  ears,  Eddie. 
Eddie:    Cotton? 

Ed:  Yeah.    You  can't  hear  so  good  with  cotton  in  your  ears. 
Eddie:    He  can  hear  me. 
Ed:   That  so? 
Eddie  :    Yep. 

Ed:   Once  He  didn't  hear  you,  Eddie. 
Eddie:    W7hen? 

Ed:   Remember  when  you  asked  him  for  that  scooter? 
Eddie:   Yeah.    A  red  scooter. 

Ed:   Well,  God  didn't  hear  your  prayers  then,  Eddie. 
Eddie  :   Yes,  he  did.    God  did  hear  my  prayers. 
Ed  :  Come  over  here  ...  up  on  my  knee  .  .  .  now  what  did  you  say? 
Eddie:    I  said  God  did  hear  my  prayers. 
Ed:   That  so?    W7hat  did  He  say  to  you? 
Eddie:  God  said.  ...  He  said,  "No."   Sometimes  God  says  no,  huh, 

Daddy,    (pause)  What's  matter,  Daddy?  What's  matter,  huh? 
Sound:    phone.   .   .   .  lift  receiver  .  .  . 
Ed:   Hello. 

Doc   (filter):    Is  this  the  residence  of.   .   .   . 
Ed  (excited):  Yes,  yes,  Doctor.    W7hat's  the  news? 
Doc:  Well,  we  wanted  to  let  you  know  that.  .  .  .  (cut) 
Sound:    clicking  receiver 
Ed:  Doctor  .  .  .  Doctor  .  .  .  operator  .  .  .  I've  been  cut  off.  .  .  . 

Operator  .  .  .  get  me  Mercy  Hospital  .  .  .  (stop)  The  line's 

dead! 
Sound:    footsteps  quickly  across  floor 
Ed:   Stay  in  the  garden  with  the  kids,  Ed.    I  got  to  go  to  Mom. 
music:    punctuation  cut 
Sound:  fade  in  automobile  running  high  speed  .  .  .  hold 

BEHIND 

Jean  (filter):   I  asked  you  to  do  something  for  me  once.    Re- 
member? 
Ed  (biting  lip)  :  God  Almighty  ...  I  dunno  ...  I  dunno  how 
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to  pray  to  ya.  I  tried,  Jean  ...  so  help  me  I  tried,  (seeing 
it)  Ya  can't  die,  Jeanie.  Not  alone  .  .  .  not  up  there  in  that 
room  .  .  .  alone.    Ya  can't  die  on  me,  Jeanie. 

Eddie  (filter):  Sometimes,  God  says  no,  huh,  Daddy? 

Ed  (he's  starting  to  bend)  :  All  right.  All  right,  God.  Ya  got 
me  where  you  want  me.  Listen  to  me.  Please,  you  gotta 
listen  now.  Sure,  I  wanted  Jeanie.  When  ya  love  somebody, 
ya  don't  want  to  see  them  die.  Ya  want  to  have  them.  .  .  .  God 
.  .  .  ya  want  to  have  them  close  enough  to  put  your  arms 
around.  Okay  .  .  .  maybe  I  did  want  her.  .  .  .  Maybe  I  did 
want  ya  to  say  yes  .  .  .  just  like  I  wanted  ya  to  say  yes  to 
that  first  harvest. 

Eddie  (filter):  Sometimes,  God  says  no,  huh,  Daddy? 

Ed:  All  right.  Sometimes  ya  say  no,  too.  If  ...  if  that's  the  way  it's 
gonna  be  .  .  .  well  ...  all  right.  You're  the  boss.  .  .  .  I'm 
admittin'  it.  You're  the  boss.  .  .  .  Only  listen  to  me  now. 
I  don't  want  Jeanie  to  die  all  alone  .  .  .  without  me.  Hear  me, 
God?  (breaking)  I  can  take  it.  I  can  take  anything  .  .  . 
(child  now)  only  don't  let  it  be  all  alone  for  Jeanie.  I'm 
askin'  ya,  God.    Honest  to  God,  I'm  askin'  ya.  .  .  . 

Music:  sneak  in  on  tail  end  of  above  speech  .  .  .  wash 
car  ...  up  out 

Sound:  open  door  quickly  .  .  .  quick  footsteps  .  .  .  slow 
down   .   .   .   stop 

Ed   (breathing  in  unbelief):   Jeanie! 

Jean   (sunshine  on  the   pillow):    Hello,  Eddie. 

Ed:  What  .  .  .  !    You're  not  .  .  .  ! 

Jean:   What's  the  trouble,  Ed? 

Ed  (smiling  thru  tears):  You're  smilin'  at  me,  Jeanie!  You're 
lookin'  at  me  .   .   .  talkin'  to  me. 

Jean  (laughing  weakly):  I'm  really  feeling  much  better  today. 
Come  and  put  your  arms  around  me  .  .  .  and  stop  lookin'  like 
a  baby. 

Ed  (in  her  arms):  Maybe  .  .  .  maybe  God  is  sayin'  yes,  Jeanie. 
Maybe  he's  savin'  yes! 

Music :  God's  quiet  music  over  a  tired  world  .  .  .  softly 
behind 

Narr  (laughing  very  softly):  The  night  tonight  is  beautiful 
over  California. 
For  the  first  time  in  a  long  time,  a  tired  man  sleeps. 
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Resting  at  last  in  the  Shadow  of  My  hand,  he  sleeps. 

I  might  have  said  "No."    I  have  said  "No." 

To  some  of  My  loveliest  children,  My  best  beloved. 

But  know  this  always,  Edward. 

There  are  times  when  My  refusals  are  necessary. 

To  a  plan  you  cannot  understand. 

The  little  Eddie,  being  ^Viser  in  his  innocence, 

seems  to  understand. 

That  storm  upon  your  vineyard, 

that  storm  that  drew  your  curse, 

was  blessing  to  a  thousand  other  Edwards, 

in  pasture  lands  parched  by  the  drought 

six  hundred  miles  to  the  North. 

So  tragedy,  the  tragedy  of  today,  is  but  the  pruning 

and   the  preparation 

of  a  lovelier  tomorrow. 

Yes,  there  are  times  I  have  said  "No" 

as  many  fathers  have  said  no  to  their  dearest, 

their  best  beloved  children.    But  tonight, 

tonight,   Edward,   I  have   said  "Yes." 
Music:    soft  punctuation  .   .   ,  then  down  behind 
Narr:  O  night  .  .  .  rest  lightly  on  the  tired  eyes  of  the  man.  .  .  . 

And  concerning  Eddie  .  .  .  five  years  old.  .  .  .  (Listen  to  him 

mixing  his  prayers  tonight) 
Eddie  (sleeping  on  mike):  Our  Father  who  are  in  heaven  .  .  . 

the  Lord's  with  thee  .  .  .  and  blessed  is  the  fruit  .  .  .  and  .  .  . 

and  give  us  this  day  our  daily  bread  .  .  .  and  ever  .  .  .  and  ever. 

Amen.  .  .  .  And  send  me  a  scooter  like  Stevie's  got.    (yawn) 
Narr:    I  tell  you.   .   .   . 

I  have  seen  all  the  beauties  of  My  creation.   .   .   . 

but  there  is  nothing  so  beautiful.    .    .   . 

as  the  small  face  of  a  child  .   .   .  the  small  lips  of  a 

child 

fumbling  with  prayer  .   .   .  getting  it  mixed  up  .  .   .  getting 

it  tangled, 

and  sweetly  muddled  with  sleep. 

Listen  to  him.   .   .   . 
Eddie:   A  red  scooter,  huh,  God? 
Narr:  And  all  the  while,  the  soft  fingers  of  sleep  are  smoothing 

his  eyelids  .  .  .  closing  them  easily.  .  .  . 
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Eddie:  A  red  .  .  .  (yawn  .  .  .  very  sleepily  now)  .  .  .  red 
scooter,  huh,  God? 

Music :   out 

Narr  (quietly  on  mike):  All  right,  Eddie.  It'll  be  a  red  scooter. 
I  have  willed  it,  Eddie.  A  red  scooter.  Now  sleep,  Eddie  .  .  . 
Sleep. 

Music:    to  resolution 

Hostess:  This  is  Mitzi  Gaynor  again  —  In  everyone's  life  there 
is  an  interesting  story.  A  story  that  tells  not  only  what  has 
happened  to  us  but  a  story  of  our  doubts,  hopes,  and  desires  — 
our  personal  life  story.  And  in  each  one's  life  there  is  a  reach- 
ing out,  a  seeking  for  happiness.  All  of  us  long  for  the  joy  that 
comes  from  friendship  and  kindness  and  love.  We  all  seek  for 
peace  and  understanding.  Would  it  not  indeed  be  a  better  and 
more  wonderful  world  if  in  every  family  there  could  be  found 
true  love  and  understanding  and  joy.  There  are  many  influ- 
ences that  in  one  way  or  another  can  turn  or  shape  our  way 
of  life,  but  the  most  important  influence  in  our  life  is  love  of 
God.  It  is  the  basis  of  our  love  of  neighbor,  the  inspiration  for 
our  tolerance,  for  our  faith  in  our  fellowmen.  It  gives  us  the 
sublime  power  to  rise  above  petty  difficulties  and  differences. 
It  brings  to  our  homes  and  children  a  true  appreciation  of  the 
purpose  and  meaning  of  life.  And  the  simple  expression  of 
our  Love  of  God,  through  family  prayer  brings  the  most  won- 
derful blessings  on  our  homes,  because  the  family  that  prays 
together,   stays  together. 

Echo:  more  things  are  wrought  by  prayer  than  this 
world  dreams  of 

Anncr:  From  Hollywood,  Family  Theater  has  brought  you  tran- 
scribed, "God  and  a  Red  Scooter"  starring  Lyle  Bettger; 
Mitzi  Gaynor  was  your  Hostess.  Others  in  our  cast  were: 
Lawrence  Dobkin,  Alice  Backes,  Richard  Beals,  Bill  Forrester 
and  Bill  Lally.  The  script  was  written  for  Family  Theater  by 
Timothy  Mulvey  and  directed  by  John  T.  Kelley,  with  music 
composed  and  conducted  by  Harry  Zimmerman. 
This  series  of  Family  Theater  broadcasts  is  made  possible  by 
the  thousands  of  you  who  feel  the  need  for  this  type  of  pro- 
gram, by  the  Mutual  Network,  which  has  responded  to  this 
need,  and  by  the  hundreds  of  stars  of  stage,  screen  and  radio 
who  give  so  unselfishly  of  their  time  and  talent  to  appear  on 
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our  Family  Theater  stage  —  to  them  and  to  you,  our  humble 

thanks. 

This  is  Tony  La  Frano  expressing  the  wish  of  Family  Theater 

that  the  blessing  of  God  may  be  upon  you  and  your  home  and 

inviting  you  to  join  us  next  week  when  Family  Theater  will 

present : 

Join  us,  won't  you. 

Music:   theme 

Anncr:  Family  Theater  is  broadcast  throughout  the  world  and  orig- 
inates in  the  Hollywood  studios  of  the  world's  largest  network  — 
This  is  mutual  —  the  radio  network  for  ALL  Amer- 
ica. 


Analysis 

"God  and  a  Red 
Scooter"  is  a  believable  story  about  believable  people.  Ed,  his  wife, 
Jeanie,  and  his  boy,  Eddie,  are  warm,  sympathetic  people.  Ed  is 
beset  by  problems  we  can  understand.  He  has  the  strength  and  the 
shortcomings  of  any  father.  And,  as  any  good  father,  he  wants  to 
provide  the  very  best  for  his  family.  .  .  . 

".  .  .  we'll  want  a  better  house  than  this.  .  .  .  Every  kid  we  have  goes 
to  college.  And  then  maybe  —  someday  .  .  .  you  and  me,  we'll  take 
a  trip,  Jeanie.    All  the  way  to  Holland  maybe." 

But  there  are  conflicts,  with  the  elements:  the  first  harvest 
wiped  out  by  rain.  And  a  subtler  conflict,  between  Ed  and  his  wife. 
Jean  wants  her  husband  to  have  more  faith,  to  believe  in  prayer,  but 
he  is  scornful  of  prayer  and  the  ruination  of  the  first  harvest  makes 
him  bitter.  Ed  finds  that  a  successful  harvest  is  not  an  end  in  itself. 
And,  finally,  the  seriousness  of  his  wife's  illness  and  the  danger  of 
losing  her  makes  him  turn  to  a  Higher  Power  and  raise  his  voice  in 
prayer. 

The  poignancy  and  the  power  of  this  play  lie  in  Eddie,  the 
child,  and  the  symbolism  of  the  Red  Scooter.  For  Eddie  believes  in 
prayer  and  with  the  intuitive  wisdom  of  a  child,  he  knows  that  some- 
times God  says  "no."  Here  then  note  the  moral  teaching:  we  cannot 
doubt  the  efficaciousness  of  prayer,  but  we  must  understand  that  the 
way  of  the  Lord  is  often  inscrutable. 
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The  device  of  the  Narrator  is  used  skillfully  and  the  narration 
is  written  with  a  great  deal  of  sensitivity. 


"PILGRIMAGE:    AMONG    OUR    OWN!" 

The  ABC  radio  network  schedules  a  quarter  hour  series  of 
transcribed  religious  dramas  called  "Pilgrimage:  Among  Our  Own!". 
Typical  of  this  series  is  "Skypilot  of  the  Lumberjacks,"  written  by 
Vera  Eikel.  This  script  utilizes,  to  good  advantage,  the  dramatic 
devices  for  capturing  and  holding  interest.  The  program  opens 
"cold"  with  an  effective  "teaser." 

Ferrell  (vigorous  man  in  his  sixties  and  ex-prizefighter 
who  can  talk  up  to  the  toughest  customer):  they 
told  me  I  was  a  fool  with  a  fool's  faith.  Maybe  I  was,  but  I 
stuck  by  it  and  even  got  some  pretty  tough  lumberjacks  to  believe 
in  these  words  —  "Come  unto  me,  all  ye  that  are  weary  and 
heavy  laden,   and   I  will  give  you  rest." 

MUSIC:     THEME    UP    AND    UNDER: 

This  "cold"  opening  is  followed  by  the  program  theme  music 
and  the  standard  announcer's  introduction.  The  drama  employs  the 
device  of  telling  the  story  in  both  first  and  third  person,  in  other 
words,  the  protagonist  of  the  play,  Dick  Ferrell,  is  also  the  narrator. 

HlGGINS    (OLD  MAN,   EDUCATED  AND  WITH   AUTHORITY):    Go  into 

the  lumber  camps,  where  there  are  no  preachers  and  no 
churches,  and  do  what  you  can  to  spread  the  Gospel  and  help 
the  men. 

Music:   out 

Ferrell:  That's  what  I  heard  when  I  was  a  young  feller  —  before 
I  came  out  here  to  the  Northwest.  But  that  isn't  the  beginning 
of  my  story.  I  was  born  in  "bloody"  Hardin  County  back  in 
Illinois  —  a  coal  mining  place  so  tough  that  men  fought  with 
everything  from  fists  and  pistols  to  coal  scuttles  and  spittoons. 
Sometimes  they  fought  to  kill.  Before  I  was  ten,  I  was  working 
for  my  father.  He  was  a  blacksmith.  I  left  school  after  the 
eighth  grade  and  went  to  work  in  the  mines.  Nights  I  spent  in 
saloons  and  pool  halls  boxing  with  the  boys.  It  was  all  in  fun 
until  I  knocked  out  our  local  champion.    After  that  I  made 
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fighting  my  business.  People  said  I  was  headed  for  the  welter- 
weight championship.  All  I  know  is  that  I  won  my  fights,  made 
a  lot  of  money  —  and  went  broke!  Trouble  was  —  I  spent  lots 
moren'n  I  made  —  until  I  owed  everybody  I  knew. 

The  use  of  the  narrative  device,  in  the  above  sequence,  is  a 
simple  and  effective  method  of  exposition.  We  learn  immediately 
who  Dick  Ferrell  is,  where  he  came  from  and  we  can  visualize  the 
physical  strength  of  the  fighter.  This  is  essential  for  our  understand- 
ing and  acceptance  of  Ferrell's  ability  to  handle  the  assignments  he 
is  given. 

Also,  by  means  of  the  same  narrative  device,  we  discover  how 
Ferrell  came  to  join  the  church. 

Ferrell:  One  cold,  sleety  Sunday  in  Chicago,  I  was  broke  and 
mighty  tired  —  something  deep  inside  me  was  tired  —  and  I 
happened  to  wander  into  a  church  to  sit  and  rest  —  and  think. 
I  hadn't  come  to  listen,  but  a  man  by  the  name  of  Stone  — 
John  Stone  —  was  preaching.  He  had  been  a  big  football  star. 
But  nobody  could  sit  in  church  and  not  listen  to  John  Stone. 
He  made  you  feel  that  every  word  he  said  he  said  straight  at 
you!  (solemnly)  He  cut  me  to  pieces!  —  he  never  let  up  — 
just  kept  throwing  jabs  and  hooks  at  me  the  whole  time. 
After  he  got  through  talking,  I  went  up  to  him  — 

Music:   out 

Ferrell  (younger  sounding  now  if  possible):  You  don't 
know  me,  Dr.  Stone  —  name's  Dick  Ferrell.  I'm  a  prize- 
fighter —  or  I  was  until  this  morning. 

Stone  (brisk  —  youngish):   Glad  to  meet  you,  Mr.  Ferrell  — 

We  have  here  a  typical  transition  from  first  to  third  person, 
from  narrator  to  character. 

The  drama  moves  on.  Dick  Ferrell  tells  us  how  he  was  sent  to 
the  Moody  Bible  Institute  for  three  years  and  then  tackled  a  skid  row 
mission.  Soon,  he  was  called  in  for  his  most  important  assignment. 
John  Stone  brings  a  mission  official,  Frank  Higgins,  to  meet  Ferrell. 

Higgins  :  Ferrell,  I'm  looking  for  a  tough  man  to  go  into  the  log- 
ging camps.    John's  told  me  about  you. 

Stone:  What  I  said,  Dick,  was  that  you  were  an  ex-mule-shoer  and 
pug,  you  like  the  open-air  life  and  —  you've  got  a  horror  of 
growing  fat  and  becoming  a  bishop! 
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Higgins:  It's  only  fair  to  tell  you  —  every  man  I've  sent  out  into 
the  woods  has  come  back  a-running.    Will  you  take  the  job? 

Ferrell:  Suppose  John  and  I  do  a  little  praying  over  this  before  I 
give  you  an  answer,  Mr.  Higgins. 

In  this  brief  scene,  we  see  foreshadowed  the  impending  conflict : 
Ferrell  against  the  tough  loggers.  This  is  an  assignment  no  mission- 
ary has  been  able  to  accomplish  successfully.  You  will  note  also  that 
as  the  play  moves  along  to  critical  action,  the  moral  atmosphere  is 
maintained.  Ferrell  states  that  he  wants  to  do  a  little  praying  before 
he  gives  his  answer. 

Ferrell,  of  course,  does  go  to  the  lumber  camp  and  finds  that  the 
Boss  wants  men,  not  preachers.  The  missionary  proves  he's  a  work- 
man by  taking  on  the  blacksmith's  job.  And  when  Ferrell  preaches 
his  first  sermon,  he  speaks  to  the  men  in  a  language  they  can  under- 
stand. 

Ferrell  (some  projection  as  he  preaches):  After  those 
fellers  —  those  gamblers  and  saloonkeepers  —  cleaned  out  this 
young  boy,  what'd  they  do?  (ominously)  I'll  tell  you  what 
they  did.  They  told  him  to  go  lie  down  in  the  sty  with  the  rest 
of  the  hogs  and  eat  husks!  .  .  .  (warm)  But  there's  a  happy 
ending  to  that  story!  The  Prodigal  Son  went  home  to  his  old 
Pappy,  and  straightened  out.  And  he  was  a  good,  steady,  sober 
feller  after  that.  But  let  me  warn  you!  —  (lowers  voice 
with  foreboding)  so  long  as  the  hog's  still  in  a  man  he'll 
go  to  the  swill!  .  .  .  Let  us  pray.  .  .  . 

Music:    tag  and  out 

Since  Ferrell  could  work  as  well  as  they  could  and  talk  to  them 
in  their  own  language,  the  lumbermen  came  to  trust  him  and  came 
to  him  with  their  troubles.  The  missionary  listened  and  advised 
them.    Sometimes,  he  had  to  use  his  fists  to  help  them. 

Ferrell  (as  narrator)  :  One  way  I  tried  to  help  the  boys  was  to 
look  after  'em  when  they  came  to  town  on  the  spring  drive  down 
the  river,  their  pockets  full  of  money.  Every  gin  mill  tried  to 
get  'em  drunk  and  then  roll  'em  of  their  poke.  When  whiskey 
wouldn't  do  it,  the  barkeep  would  slip  'em  a  mickey  to  knock 
'em  out.  .  .  .  Sometimes  I  had  to  back  up  the  Lord's  work  with 
my  fists  — 

Music:   old  time  pianola  in  and  hold  in  bg 
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Ferrell:  Barkeeps  didn't  like  for  me  to  be  pokin'  my  nose  in  their 

places,  but  that  didn't  stop  me.    Larsen  was  one  of  my  boys, 

so  I  went  looking  for  'im  — 
Music:   up  a  little  on  pianola 
Ferrell:   You  got  Larsen  in  here? 
Barkeep  (tough):  Keep  away  from  that  door!    This  is  a  saloon! 

—  not  church!    No  preacher's  goin'  into  my  back  room! 
Ferrell  (evenly  but  not  giving  an  inch)  :  Larsen's  in  there 

.  .  .  He  wants  me  to  get  his  poke  for  him. 
Barkeep:  Keep  outa  there,  or  I'll  crack  your  skull  wide  open  with 

this  bung  starter! 
Ferrell:    I'm  goin'  in  — 
Sound:    heavy   crash    of    bung    starter    thrown    against 

wall:  couple  of  sharp  fist  cracks  and  groan:  heavy 

fall  of   body 

Ferrell  retrieved  Larsen's  pay  and  then  saw  to  it  that  the  money 
was  sent  to  Larsen's  wife.  Still  there  were  many  lumberjacks  who 
were  not  ready  to  accept  the  preacher.  But  Ferrell  went  about  his 
daily  tasks,  helping  anyone  who  needed  his  help  and  holding  prayer 
meetings.  There  was  one  old  timer,  dying  of  cancer.  Ferrell  came  to 
see  him  daily,  despite  the  old  man's  unfriendliness. 

Old  Timer  (gruff  and  unfriendly):  I  never  paid  any  atten- 
tion to  you  in  camp.    Why  do  you  bother  with  me? 

Ferrell  :  Because  it's  my  business. 

Old  Timer  (scorning):  Business? 

Ferrell:  The  biggest  business  in  the  world.  The  Company  I  work 
for  will  never  fail,  and  it  pays  the  biggest  dividends.  So  I  can 
afford  to  come  to  see  you. 

Old  Timer  (trying  to  laugh  off  the  tears  that  have 
come  to  his  eyes):  Sounds  —  sounds  like  one  of  them  big 
blast-powder  outfits  that  I  don't  know  much  about  .  .  .  still  — 
(timidly)  I'd  like  to  go  to  work  for  that  Company,  if  the  Big 
Push  will  still  have  me. 

Ferrell:    He'll  have  you. 

Old  Timer:  How  do  you  go  about  joining  that  kind  of  outfit? 

Ferrell:   You  start  with  a  prayer. 

Old  Timer:  Never  said  one  in  my  life  —  don't  know  how  to  begin. 

Ferrell:  I'll  begin  and  you  finish,  (praying)  Dear  Lord,  this 
feller  was  a  good  man  in  every  camp  he  ever  worked  —  he  just 

THE      RELIGIOUS     DRAMA  395 


never  worked  in  yours  before.  It's  not  too  late  now,  and  I 
promise  you  he'll  drive  himself  as  hard  as  any  jack,  or  logger, 
or  push  in  your  crew.  Take  him  on  now  .  .  .  and  thank  you, 
Lord.    .   .   . 

Old  Timer  (swallowing)  :  It's  like  the  Pilot  here  says  —  I  never 
asked  for  anything  from  any  man  or  from  you  .  .  .  but  I  do 
now.  I  know  I'm  on  my  last  log  jam.  I'd  like  to  work  for  an 
outfit  like  yours  .  .  .  and  when  the  time  comes  and  I  get  to  the 
Big  Camp  up  yonder  —  I  promise  you  .  .  .  I'll  cut  all  the 
timber  you  need.  .  .  . 

Ferrell:    Amen. 

Music:    up  on   tag  and  out 

Dick  Ferrell  is  a  Paul  Bunyanesque  character,  and  like  the 
legendary  figure,  the  missionary  helped  his  people  and  fought  for 
them.  He  undertook  a  mission  that  required  the  utmost  of  courage 
and  faith.   This  sort  of  theme  lends  itself  to  compelling  dramatization. 


Local    productions 

Many  church 
groups  present  religious  dramas  locally.  These  are  generally  works 
of  love  with  the  writer,  director  and  cast  all  contributing  their  serv- 
ices. These  local  religious  dramas  are  usually  presented  on  occasion 
rather  than  as  a  weekly  series,  such  as  the  network  programs  we  have 
previously  discussed. 

If  you  are  a  beginning  writer  with  a  desire  to  write  video 
dramas,  you  might  do  well  to  associate  yourself  with  an  active  church 
group  in  your  community.  When  you  can  write  a  religious  drama 
which  predicates  without  preachment,  you  will  have  advanced  your- 
self considerably  as  a  creative  writer.  You  will  find  Religious  Radio 
by  Parker,  Inman,  Snyder  and  The  Television-Radio  Audience  and 
Religion,  by  Parker,  Barry,  Smythe,  of  considerable  value  to  you. 
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The  documentary 
might  well  be  called  the  public  conscience  of  the  broadcasting  in- 
dustry. It  has  sometimes  approximated  editorializing.  Within  its 
scope,  causes  have  been  fought,  problems  analyzed,  issues  dramati- 
cally portrayed.  Whatever  its  approach,  its  technique,  the  documen- 
tary deals  entirely  with  facts.  Pare  Lorentz  defined  the  documentary 
as  the  "dramatic  presentation  of  factual  material." 

Generally  speaking,  we  may  classify  documentaries  into  three 
categories : 

1.  Action; 

2.  Information; 

3.  Dramatization. 

You  will  find  some  overlapping  in  these  categories.  In  anv 
creative  field,  rules  are  flexible  rather  than  rigid,  but  this  simplified 
breakdown  will  be  helpful  for  purposes  of  study. 

The  Action  documentary  portrays  a  problem  of  the  contem- 
porary scene  and  shows  what  you  the  audience  can  do  about  it.  It 
may  be  a  study  of  how  one  community  solved  its  teacher  shortage 
problem  with  a  pointed  reference  that  your  community  can  do  the 
same.  It  may  be  a  documentary  on  traffic  accidents  with  an  admoni- 
tion to  drive  safely  and  a  lesson  on  how  to  avoid  fatalities.  Or  it  may 
be  a  depiction  of  a  hurricane  ravaged  area  with  an  appeal  for  Red 
Cross  funds.  The  Action  documentary,  then,  not  only  has  something 
to  say  to  you  but  has  something  for  you  to  do. 
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The  Information  documentary  is  a  study  in  exposition,  a  delver 
into  background.  "Victory  at  Sea,"  produced  by  the  National  Broad- 
casting Company  in  cooperation  with  the  Navy,  used  actual  World 
War  Two  footage  to  show  the  role  of  the  Navy  in  the  war.  In  similar 
vein,  but  broader  in  scope,  was  CBS's  "Air  Power."  The  "Johns 
Hopkins  Review,"  produced  by  Lynn  Poole  on  the  former  Dumont 
Television  Network,  was  an  explanation  to  laymen  of  scientific 
principles.  The  primary  purpose  of  such  documentary  programs  is 
to  inform  and  often  by  informing,  to  inspire. 

The  Dramatized  documentary  may  be  either  informative  or  it 
may  inspire  a  call  to  action.  But  where  the  foregoing  types  deal  with 
actualities,  recording  or  filming  actual  events,  and  utilizing  the  actual 
people  who  took  part  in  these  events,  the  dramatized  documentary 
recreates  a  situation  based  on  actuality.  The  Armstrong  Theater 
which  recently  changed  its  programming  from  dramas  to  docu- 
mentaries veers  generally  towards  the  dramatized  type.  Some  of  you 
may  recall  the  story  of  the  New  England  town  faced  by  the  loss  of 
its  main  industry  and  a  probable  depression  and  the  battle  of  one 
man  to  transfuse  new  business  into  the  town's  economic  veins.  This 
was  the  basis  for  a  dramatized  documentary  in  which  actors  were 
used  to  portray  the  townspeople  and,  except  for  a  few  permissible 
liberties,  events  were  depicted  as  they  occurred.  To  add  a  further 
note  of  authenticity,  the  actual  hero  of  the  story  was  presented  at 
the  conclusion  of  the  program  to  both  verify  the  events  of  the  story 
and  to  deliver  a  brief  message  of  hope  to  any  community  faced  by  a 
similar  problem. 

One  of  the  finest  of  dramatic  documentaries  was  the  series  on 
the  Constitution  of  the  United  States,  presented  on  "Omnibus."  The 
unique  CBS  series,  "You  Are  There,"  utilizes  a  documentary  presen- 
tation of  historic  events. 

The  documentary  mar  include  every  form  of  broadcast  writing: 
dramatic,  interview,  talk,  announcement,  narration,  etc.  The  docu- 
mentary writer  should  therefore  have  a  knowledge  of  all  these  forms. 
He  may  be  called  upon,  within  the  same  documentary  program,  to 
recreate  a  scene  as  drama,  to  prepare  pertinent  questions  for  an 
interview,  to  write  narration  for  silent  film  sequences.  If  the  docu- 
mentary is  one  that  requires  an  appeal  for  funds,  he  may  be  asked  to 
write  the  announcement,  unless  it  is  specifically  furnished  by  the 
agency.  Even  then  he  may  be  asked  to  rewrite  or  edit  the  announce- 
ment. There  is  one  chore  that  will  not  be  his:  if  the  program  is 
sponsored,  he  will  not  be  asked  to  write  the  commercials! 
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LIVE    AND    FILM 

Actually,  the 
amount  of  writing  the  television  documentary  writer  is  assigned  will 
depend  on  the  live  and  film  aspects  of  the  program.  Where  there  is 
a  good  deal  of  sound  on  film,  for  example,  scenes  where  many  people 
voice  their  opinion  or  there  are  several  interviews,  the  task  becomes 
one  for  the  film  editor  rather  than  the  writer.  However,  documen- 
taries based  on  historic  episodes,  such  as  a  depiction  of  events  leading 
to  the  rise  of  communism,  fascism,  or  Nazism,  will  depend  largely 
on  silent  film  culled  from  archives  or  the  film  libraries  of  the  military 
services.    These  films  will  require  written  narrative. 

There  is  one  rule  the  documentarv  writer  will  be  wise  to  ob- 
serve: wherever  possible,  let  the  picture  tell  the  story.  We  cannot 
blame  the  writer  for  feeling  that  his  words  are  all-important  but 
prejudiced  as  we  may  be  in  favor  of  writers,  the  fact  remains  that 
one  picture  can  equal  a  thousand  words  or  at  least  a  hundred.  Scenes 
of  a  flood  devastated  area  speak  eloquently  by  themselves.  In  such 
scenes,  background  music  can  replace  narration. 


NARRATIVE    TECHNIQUE 

Narration  is  re- 
quired where  the  scenes  are  unfamiliar  and  must  be  explained  to  the 
viewer. 

In  this  scene  from  a  "See  It  Now"  documentary  on  the  new 
Navy,  there  are  shots  of  the  aircraft  carrier  Forrestal. 

Edward  R.  Murrow 
This  is  the  aircraft  carrier  Forrestal,  named  in 
honor  of  America's  first  Secretary  of  Defense. 
Length,  a  fifth  of  a  mile  —  sixty  thousand  tons 
or  twice  the  weight  of  the  old  Lex  —  the  Fighting 
Lady  of  World  War  Two  —  five  times  the  length 
of  Old  Ironsides. 

Breadth  at  main  deck,  one  hundred  and  twenty- 
nine  feet.    Angled  deck  gives  it  the  equivalent  of 
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two  runways.  Height  from  keel  to  mast  top 
equals  that  of  a  twenty-five  story  building.  Num- 
ber of  crew,  thirty-five  hundred.  Speed  —  any- 
thing more  than  thirty  knots  classified.  Com- 
pletely air  conditioned. 

Its  hangar  deck  resembles  the  assembly  line  at 
Willow  Run.  Has  storage  and  complete  mainte- 
nance facilities  for  the  F3H  jet  fighter  and  the 
A3D   jet  bomber  and   the  new   F8U   Crusader. 

The  size  of  this  steel  cavern  so  dwarfs  the  planes 
that  it's  easy  to  forget  that  these  jet  bombers 
weigh  sixty  thousand  pounds  or  half  the  weight 
of  a  B29.  Four  elevators  shuttle  the  planes  up  to 
the  flight  deck  in  a  matter  of  seconds. 

You  can  readily  see  that  the  information  narrated  by  Mr. 
Murrow  would  not  be  made  apparent  by  film  alone.  Therefore  the 
narration  has  added  to  the  film. 


RESEARCH 

Research  is  the  es- 
sential ingredient  of  all  documentaries.  Without  adequate  research,  the 
documentary  will  lack  body  and  integrity.  The  amount  of  research 
will  vary  according  to  the  scope  of  the  subject  and  the  size  of  the 
budget. 

Research  may  be  divided  broadly  into  two  classifications:  live 
and  library. 


Live   research 

By  our  definition, 
live  research  consists  in  actually  filming  or  recording  of  events,  as 
they  occur,  or  of  people  who  are  or  have  been  involved  in  those 
events.  Let  us  say  you  are  assigned  to  write  a  documentary  on  prison 
conditions.  Live  research  would  then  include  personal  visits  to  a 
prison  or  prisons  and  filming  or  recording  scenes  on  the  spot.  This 
might  also  include  an  interview  with  the  prison  warden. 
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Perhaps  one  of  the  most  outstanding  examples  of  live  research 
was  the  work  done  for  one  of  the  "March  of  Medicine"  documentaries, 
"Monganga."  Lou  Hazam,  the  writer,  spent  many  weeks  in  South 
Africa  engaged  in  on  the  scene  research  and  filming  actual  instances 
of  medical  progress  in  that  far  off  land.  The  complete  story  of  the 
filming  of  "Monganga"  and  portions  of  the  script  will  be  found  later 
on  in  this  chapter. 


Library   research 

The  term  "library" 
is  here  used  in  its  widest  sense  to  include  film  libraries,  tape  libraries, 
as  well  as  collections  of  books.  The  military  departments,  for  example, 
have  extensive  libraries  of  films  of  World  War  I,  World  War  II,  and 
the  Korean  conflict.  For  the  presentation  of  documentaries  concern- 
ing those  wars,  the  writer  would  have  to  spend  hours  viewing  films 
and  choosing  appropriate  scenes.  Series,  such  as  "Air  Power," 
"Victory  at  Sea,"  "The  Big  Picture,"  made  extensive  use  of  the  film 
footage  available  through  the  Army,  Navy  and  Air  Force. 

A  series  such  as  "You  Are  There,"  which  recreates  historic 
events,  requires  the  writer  to  delve  into  history  books,  manuscripts, 
and  any  other  memorabilia  of  the  period. 


THEME 

A  documentary, 
like  a  play,  must  first  and  foremost  have  a  theme,  but  unlike  a  play, 
it  must  have  definite  informational  value.  The  drama's  primary 
function  is  to  entertain;  the  documentary's,  to  inform. 

The  choice  of  theme  is  all  important.  Are  you  planning  a 
series  of  action  documentaries  on  current  problems?  Then  you  must 
have  an  awareness  of  the  issues  which  are  troubling  the  nation. 

Are  you  planning  a  series  of  informational  documentaries  on  a 
subject  such  as  modern  medicine?  Then  you  will  need  to  know  the 
newest  findings  of  medical  research. 

It  is  wisest,  if  at  all  possible,  to  confine  the  theme  of  your 
documentary  to  one  phase  of  your  subject.  Thus,  an  informational 
documentary  on  medicine  will  prove  more  enlightening  if  it  treats 
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of  only  one  ailment,  such  as  cataracts,  and  explores  the  work  being 
done  to  effect  cures.  Covering  too  many  subjects  within  the  scope 
of  a  single  documentary  will  spread  your  material  thin  and  may 
often  result  in  confusion  rather  than  enlightenment. 

In  choosing  a  theme,  the  question  must  inevitably  arise:  how 
controversial  can  your  subject  matter  be?  How  stringent  are  the 
taboos?  The  answer  lies  both  in  the  Television  Code  and  the  temper 
of  the  times.  Many  of  the  "See  It  Now"  programs  deal  with  con- 
troversial issues  and  have  received  excellent  response.  A  topic,  such 
as  the  treatment  of  venereal  disease,  might  ordinarily  fall  into  the 
range  of  taboos.  But  a  series  on  this  subject  was  successfully  produced 
for  radio  broadcast  by  Erik  Barnouw.  "Among  Ourselves"  was  a 
CBS  Documentary  Unit  production  on  race  and  minority  relations. 
Under  the  able  direction  of  Robert  Saudek,  later  the  guiding  genius 
of  "Omnibus,"  ABC  presented  a  suspenseful  documentary  treatment 
of  the  Federal  security  program. 

In  tackling  a  controversial  subject,  it  is  essential  that  both 
sides  of  the  issue  be  detailed,  otherwise  the  network  or  station  may 
find  that  individuals  or  groups  opposing  the  documentary's  viewpoint 
will  seek  equal  time. 


THE    MAKING    OF    "MONGANGA" 

On  the  night  of 
November  27,  1956,  an  announcer  for  the  National  Broadcasting 
Company  TV  network  spoke  these  words  into  the  microphone: 
"Smith,  Kline  &  French  Laboratories  presents  a  world  premiere  — 
the  first  coast  to  coast  medical  program  ever  produced  in  RCA's 
compatible  color."  And  so  a  documentary  which  had  been  months 
in  the  making  and  which  had  been  filmed  entirely  in  the  Belgian 
Congo  reached  fruition  with  this  first  American  showing  to  millions 
of  people.  The  response  was  magnificent;  the  critical  reviews,  laud- 
atory. The  writer-producer,  Lou  Hazam,  one  of  the  most  perceptive 
writers  in  the  documentary  field,  took  a  long  deep  breath  and  relaxed 
for  the  first  time  in  many  months. 

"Monganga"  is  the  story  of  an  American  medical  missionary  in 
Africa.  And  the  story  behind  this  story  reveals  so  dramatically  the 
unusual  trials,  the  amazing  experiences  and  the  heart-warming  re- 
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wards  of  a  documentary  writer  that  we  believe  it  will  be  of  especial 
interest  and  value  to  every  potential  writer  of  documentaries. 

Lou  Hazam  had  already  written  several  outstanding  docu- 
mentaries under  the  general  title  of  the  "March  of  Medicine."  These 
were  sponsored  jointly  by  the  Smith,  Kline  &  French  Laboratories 
and  the  American  Medical  Association.  The  object  of  these  docu- 
mentaries, presented  some  four  or  five  times  during  the  year,  is  to 
show  both  the  progress  of  medical  research  and  the  dedication  of 
medical  men.  Certainly,  you  could  find  no  more  dedicated  man 
than  a  medical  missionary  in  the  wilds  of  Africa.  Once  the  decision 
had  been  made  to  do  the  story,  the  question  immediately  arose: 
which  medical  missionary  do  you  choose? 

That  choice  had  to  be  guided  by  the  following  requirements : 

The  medical  missionary  must  be  representative  of  all  men  of 
his  calling.  He  must  have  a  warm  personality  and  a  sincere  dedica- 
tion. (The  camera  is  all  revealing.)  He  must  be  a  lone  missionary, 
not  a  member  of  a  group.  He  must  have  a  strong  story,  both  in  regard 
to  his  person  and  his  activity.  It  was  also  important  that  the  sur- 
roundings in  which  he  worked  have  "camera  interest,"  that  is,  the 
terrain,  preferably,  should  be  varied,  not  flat  and  monotonous.  The 
people  he  ministered  to  should  be  colorful.  And  in  addition  some 
means  of  quick  transportation  was  essential  for  film  shipment.  The 
African  heat  could  prove  detrimental  to  the  film. 

A  very  large  order,  indeed.  But  after  many  talks  with  prac- 
tically every  missionary  society  in  the  United  States,  Hazam  and 
Bill  Eiman,  TV  coordinator  for  SKF,  finally  came  upon  their  man: 
Dr.  John  Ross.  Who  is  Dr.  Ross?  Let  writer  Hazam  tell  you  as  he 
did  so  well  in  this  passage  from  the  script  of  "Monganga." 

1st  Narrator: 
And  now, 

Perhaps  you'd   like   to  know 
Our  doctor's  name. 
He  says  it's  unimportant 
And  he  would  rather  remain 

nameless  — 
It's  his  work  that  counts.   .   .   . 
And  that  is  one  good   measure 
Of  this  man. 
But  his  name  is  Ross   .   .   . 

Dr.  John  Ross, 
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And  he  has  been  in  the  Congo 

For  six  years  .  .  . 

Six  years 

With  only  one  furlough  home. 

(Music:  Americana  theme,  in 

AND    UNDER) 

Behind  John  Ross 

Lies  Kansas,  where  he  was  born, 

One  of  four  children. 

Then   California, 

Which  he   calls  home  — 

Where  his   father  sold  insurance 

And  he  went  to  Fresno  High 

School. 
Life  was  not  easy  .   .   . 
A  hundred  odd  jobs, 
Necessary  to  provide  bread  and 

butter, 
Stand  between  him   then, 
And  where  he   now  stands  — 
Factory  worker,   grocery  clerk, 

milkman. 
Then  his  love  of  God   and  his 

fellow  man 
Sent  him  to  working  his  way 

through   college 
To  prepare  for  the   ministry. 
Years  of  preaching 
In   country  churches   .   .   . 
The   staggering  loss 
Of  his  first  four  children  to 

illness  — 
Two  within  ten  days. 
Then,  concerned  with  how  others 
in   the  world 
Must  be  faring 
With  no  medical  care  at  all, 
On  to  medical  school  at  the  ripe 
age  of  36, 
Ignoring  all  who  said 
"You're  too  old." 
Overcoming  this  age  handicap 

there, 


CU    AS    HE    TURNS    OFF    RADIO, 
WALKS    OUT    OF    PICTURE. 
FULL    SHOT    AS    HE    WALKS 
INTO    LIVING    ROOM    WHERE 
SON    IS    PLAYING    ON    FLOOR, 
AND    SQUATS    DOWN    TO    PET    AND 
PLAY    WITH    DOG    .    .    .    RISES    AND 
WALKS    OUT    .    .    . 


CUT    TO    MS    DR.    WORKING 
AT    HIS    DESK,    WHICH    IS    PILED 
HIGH    WITH    PAPERS.      HE 
FINISHES    A    LETTER,     SEALS 
IT,    PUTS    OUT    THE    DESK 
LIGHT    AND    WALKS    OFF    .    .    . 
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And  later  also  — 

When  it  interfered  with  his 

desire 
For  foreign  mission  service  — 
He  finally  came  to  the  Belgian 

Congo 
In    1950  — 
Assigned  to  the 
Disciples  of  Christ  Mission  at 

Lotumbe  .   .   . 
Lotumbe, 

Which  for  ten  long  years 
Had  been  without  a  doctor. 
This  is  the  man 
Who  pauses  to  take  his  lamp, 

now, 
For  one  last-minute  check 
Before  bedtime   .    .   . 
Monganga  John  Ross 
Whose  life-purpose  is   crystal 

clear  — 


CUT    TO    WS    OF    DOCTOR    AT 
WATER    PUMP    ON    PORCH,    LIGHT 
HANGING    DOWN    ABOVE    AS    HE 
PUMPS.      HE    STOPS,    PICKS    UP 
LIGHT    AND    EXITS     .     .    . 


Hazam  found,  as  many  documentary  writers  will  find,  that  in 
many  instances  the  script  has  to  wait  until  the  film  is  shot.  You  may 
have  a  general  idea  or  a  very  specific  idea  of  what  you'd  like  to  get 
into  your  documentary,  but  when  you  are  dealing  with  a  vast  un- 
known like  a  mission  in  deepest  Africa,  you  have  to  depend  on  time 
and  circumstance.  Time  is  precious  and  circumstance,  you  hope, 
will  be  propitious. 

One  primary  decision  was  the  choice  of  a  Belgian  camera  crew 
which,  obviously,  would  have  easier  access  to  the  Belgian  Congo. 
Officialdom  was  rather  touchy  about  who  it  admitted  to  the  territory. 
Both  Hazam  and  Eiman,  in  addition  to  their  passports,  had  to  pro- 
vide a  written  statement  from  their  home  county  authorities  to  the 
effect  that  they  had  no  police  record! 

Wisely  considering  the  sponsor's  budget,  orders  went  out  that 
the  camera  crew  join  them  a  week  after  their  arrival  at  their  destina- 
tion. Hazam  would  need  the  time  to  orient  himself  to  his  surround- 
ings and  map  out  the  shots.  And  Eiman  would  need  to  work  out  the 
logistics  of  shipping  film,  etc.  Only  the  director,  Andre  Cauvin  — 
who  had  previously  filmed  the  Belgian  King's  tour  of  the  Belgian 
lands  in  Africa  —  accompanied  them.    They  had  gone  by  air  as  far 
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as  the  little  town  of  Coquilhatville.  From  there  it  was  necessary  to 
hire  a  truck  which  after  an  eight  hour  drive  took  them  to  a  river 
point.  Then  it  was  a  long  boat  ride,  110  miles,  to  Dr.  Ross's  mission. 
The  river  was  the  only  road. 

Hazam's  first  step,  on  arrival,  was  to  check  the  physical  sur- 
roundings for  background  shooting.  Then  he  sat  down  with  Dr.  Ross 
and  discussed  in  detail  the  doctor's  daily  routine.  His  next  step  was 
to  accompany  the  doctor  on  his  rounds.  He  made  notes  on  what 
would  prove  interesting  to  the  camera.  An  operation?  Yes.  The 
leprosarium?  Undoubtedly.  "Monganga"  was  to  be  an  hour  show. 
It  would  need  a  story  line,  a  beginning,  a  middle  and  an  end.  Also, 
it  had  to  be  borne  in  mind,  this  documentary  was  to  be  filmed  in 
color. 

The  best  way  to  do  the  story,  Hazam  decided,  was  to  follow  a 
number  of  patients  through  their  treatment  at  the  hospital.  But  the 
camera  crew  could  not  stay  on  for  months.  It  was  essential  therefore 
to  find  out  what  tropical  disease  responded  most  quickly  to  treatment. 
Dr.  Ross  said  that  yaws  would  respond  to  penicillin  in  a  week  and  a 
half.  Very  well  then,  one  sequence  could  deal  with  the  treatment  of 
yaws. 

But  the  basic  story  was  life  itself,  the  beginning  of  life:  birth. 
In  the  mission  clearing,  surrounded  by  ancient  jungle,  inhabited  by 
primitive  people,  Dr.  Ross  had  established  a  modern  pre-natal  and 
post-natal  clinic.  The  clinic  sessions  were  perfect  pictorially.  They 
were  the  inspiration,  too,  for  a  story  line:  a  native  woman,  about  to 
give  birth,  attending  a  pre-natal  clinic;  the  birth  itself;  the  healthy 
mother  and  child  at  a  post-natal  clinic.  Hazam's  schedule  called  for 
four  weeks  in  the  Belgian  Congo.  Little  enough  time.  He  asked  Dr. 
Ross  whether  any  births  were  imminent.  Dr.  Ross  said  he  knew  of 
two  cases;  one  of  them  was  probably  due  in  two  weeks,  the  other 
he  could  not  pinpoint  the  date  exactly.  This  was  not  calculated  to 
make  Hazam's  task  any  easier.  Then  the  long  arm  of  coincidence  .  .  . 
the  fiction  writer's  delight  .  .  .  but  fortunately  for  Hazam,  actuality 
and  not  a  device  .  .  .  brought  a  young  married  woman,  her  husband, 
her  mother  and  her  brother  to  the  mission.  She  was  a  totally  un- 
expected patient  and  she  was  due  to  give  birth  in  a  very  few  days. 
What  is  more,  she  lived  up  to  her  billing  as  "leading  lady"  for  she 
was  one  of  the  prettiest  of  the  natives. 

By  the  end  of  the  first  week,  Hazam  had  begun  to  work  out  his 
story  line,  and  over  the  weekend  he  had  turned  out  eighteen  pages 
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of  script.  This  was  as  far  as  he  could  go  script-wise.  Once  the 
camera  crew  arrived,  the  script  would  be  written  on  a  sort  of  film  as 
you  go  basis.  In  many  instances,  events  determined  the  changes  in 
the  script.  When  it  rained,  there  was  no  shooting.  And  yet  even 
that  day  had  its  compensations,  for  Hazam,  standing  in  the  shelter 
of  the  mission  eaves,  saw  a  procession  of  children  following  a  native 
pastor  down  the  jungle  road  and  singing  what  was  evidently  a  hymn. 
They  were  on  their  way  to  a  baptism.  It  was  a  colorful,  inspiring 
ceremony  and  when  the  sun  shone  again,  Hazam  asked  the  pastor  to 
recreate  the  ceremony.  The  pastor  and  the  children  complied  hap- 
pily. 

The  visit  to  the  leprosarium  was  most  rewarding  both  from  the 
camera  and  the  medical  angles.  Pictorially,  there  was  a  wealth  of 
material  and  the  many  cases  in  different  stages  demonstrated  vividly 
the  progress  Dr.  Ross  was  making.  Striking  evidence  of  the  former 
lack  of  medical  attention  was  shown  in  shots  of  some  of  the  older 
natives  who  were,  unfortunately,  in  very  advanced  stages  of  the 
disease. 

Hazam  was  anxious  to  include  some  sequences  of  the  work  Dr. 
Ross  was  doing  in  even  more  remote  areas  of  the  jungle,  particularly 
with  the  pygmy  and  the  semi-pygmy  tribes.  He  also  wanted  to  in- 
clude, if  at  all  possible,  a  scene  of  a  funeral  procession.  The  latter, 
Dr.  Ross  informed  him,  was  difficult.  A  funeral  in  the  Congo  area 
was  the  occasion  of  a  seemingly  unending  wild  wailing  on  the  part 
of  the  mourners.  This  went  on  for  two  or  three  days.  The  natives, 
Dr.  Ross  explained,  believed  that  an  impassioned  show  of  remorse 
would  keep  the  spirit  of  the  dead  one  from  haunting  the  village.  If 
a  death  occurred,  perhaps  it  could  be  filmed;  if  not,  well,  this  was 
hardly  the  sort  of  incident  that  could  be  staged. 

Planning  was  concentrated  now  on  a  trip  to  the  semi-pygmy 
village.  This  required  some  rather  diplomatic  arrangements.  Hazam 
discovered  that  the  natives  had  their  own  type  of  bureaucracy. 
There  was  a  major  chief  of  the  tribes  who  had  to  be  contacted  and 
convinced  first.  The  major  chief  then  conferred  with  the  lesser 
chiefs.  A  favorable  decision  was  arrived  at  when  the  chiefs  were 
convinced  that  the  cameras  were  not  dangerous  instruments.  They 
were  also  given  a  fifty  pound  bag  of  salt,  a  luxury  to  the  natives. 

When  Lou  Hazam,  Eiman,  Dr.  Ross  and  the  Belgian  camera 
crew  arrived  at  the  pygmy  village  after  some  ten  hours  travelling, 
they  found  to  their  horror  that  the  village  was  deserted  except  for  the 
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local  chief  and  one  or  two  natives.  The  chief  nonchalantly  informed 
the  doctor  that  he  would  get  in  touch  with  his  tribe  which  he  pro- 
ceeded to  do  via  the  native  drum  telegraph.  The  message  came  back 
that  the  tribesmen  would  return  to  their  village  in  an  hour  and  a  half. 
This  was  cutting  it  very  fine  since  there  were  only  four  hours  of  day- 
light left.  Hazam  told  the  camera  crew  to  get  their  equipment  in 
readiness  and  then  they  would  just  have  to  stand  around  and  wait. 
But  the  cameras  had  hardly  been  set  up  when  the  sound  of  wailing 
was  heard  coming  from  the  nearby  jungle.  Dr.  Ross,  Hazam  and  the 
local  chief  went  into  the  jungle  to  search  for  the  source  and  found 
a  funeral  procession,  complete  with  all  the  trappings.  Again,  tht 
long  arm  of  coincidence.  The  local  chief  was  pressed  into  service  to 
try  to  get  the  procession  to  come  through  the  village  past  the  cameras. 
At  first  the  chief  frowned  on  the  suggestion.  If  the  procession  did 
come  through  the  village,  it  would  mean  that  the  ghost  of  the 
departed  would  haunt  the  village.  That  was  why  such  processions 
avoided  any  habitations.  It  took  a  good  deal  of  persuasion  to  change 
the  chief's  mind.  He  finally  acceded  on  the  basis  that  this  was  a 
very  special  occasion.  And  this  was  how  the  funeral  procession  be- 
came part  of  the  documentary,  "Monganga." 

Soon  after  the  procession  was  on  its  way,  the  pygmy  tribesmen 
came  flocking  into  the  village  and  the  cameramen  were  ready  to  go 
again.  Hazam  wanted  a  scene  of  the  entire  tribe  welcoming  the 
doctor  on  his  regular  visit.  The  welcome  ritual  was  a  ceremonial 
dance  which  Dr.  Ross  had  described.  There  was  only  one  problem. 
All  the  women  of  the  tribe  were  naked  from  the  waist  up.  The  net- 
work censors  would  probably  have  a  word  for  it:  delete.  Hazam 
explained  the  delicate  situation  to  Dr.  Ross.  When  word  got  to  the 
native  women,  they  stared  at  Hazam  with  a  mixture  of  disbelief  and 
disgust.  He  wished  he  could  tell  them  that  it  was  none  of  his  doing, 
just  the  sensitivities  of  his  own  civilization.  Obviously,  since  there 
was  no  Macy's  handy,  the  women  couldn't  put  in  an  immediate 
order  for  a  couple  of  hundred  Mother  Hubbards.  But  their  native 
ingenuity  came  to  the  fore.  They  dashed  into  the  jungle  and  re- 
appeared shortly,  their  "offending"  bosoms  covered  by  huge  banana 
leaves.  The  cameramen  were  ready  to  grind  away  when  suddenly 
the  men  of  the  tribe  scurried  into  the  jungle.  In  a  few  minutes  they 
also  returned,  banana  leaves  turned  into  garlands  around  their  heads, 
vines  trailing  from  their  waists.  Evidently,  they  believed  what  the 
producer  wanted  was  a  little  more  festooning! 
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Every  week,  as  film  was  shot,  Bill  Eiman  carried  it  down  river 
via  Dr.  Ross's  speedboat  for  transshipment  to  London.  Hazam  had 
no  way  of  knowing  how  the  shots  were  turning  out.  He  had  to  pray 
that  the  cameras  were  doing  their  job  and  that  no  harm  would  come 
to  the  films  en  route.  During  his  month  in  the  Belgian  Congo,  he 
received  only  one  report.  It  came  one  morning  via  the  radio  station 
in  Coquilhatville,  a  message  immediately  following  the  morning 
news  roundup.  It  was  addressed  to  the  camera  crew  informing  them 
that  the  first  shipment  of  film  had  arrived  safely  and  in  good  order. 
As  a  safety  precaution,  Hazam  filmed  several  extra  sequences. 
Budget- wise,  there  was  a  limit  to  how  much  footage  could  be  taken. 

All  the  film  editing  was  done  in  London  and  it  was  there  that 
Hazam  completed  the  entire  script  except  the  portions  for  John 
Gunther,  who  was  to  be  the  guest  narrator.  The  filming  of  "Mon- 
ganga"  is  a  saga  in  itself.  The  completed  production  cost  in  the 
neighborhood  of  a  quarter  of  a  million  dollars.  "Monganga"  is  a 
classic  of  its  kind.  It  has  since  been  given  a  repeat  showing  on  the 
NBC  network  and  there  will  probably  be  many  more.  It  is  television 
at  its  finest. 

And  now  let  us  turn  to  the  script  itself,  of  which  we  have  chosen 
several  representative  scenes. 


"MONGANGA" 

Here  is  the  opening  scene  of  "Monganga."  The  narration  is 
written  with  poetic  simplicity.  It  sets  a  mood  of  sympathy  and 
understanding.  The  scene  takes  us  immediately  into  the  locale  of  the 
documentary. 

full  shot  of  pirogue  on 
river;   two  men,   one  at 
each   end,   stand   paddling 
...   a  pregnant  woman  and 
her  old  mother  are   seated 
in   the   center  of   the 
pirogue   .   .   .  we  hear  the 
paddles  in  the  water.  .  .  . 

Cio") 
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1st  Narrator: 
Her  name  is  Bolafa  Malia. 
She  is  an  Nkundu, 
And  she  is  big  with  child 
And  now  her  husband, 
Who  gave   100  iron  bracelets 

for  her 
And  a  bolt  of  cloth  and  a 

goat  .  .  . 
And  her  brother 
Take  her  — 

And  her  old  mother  to  care  for 

her  — 
To  the  white  missionary  doctor 

on   the  river   .   .   . 
To  the  — 
"Monganga." 


CUT  TO  CU  OF  PREGNANT 
WOMAN  .  .  . 


CUT  TO  MS  OF  HUSBAND  AT 
PROW  .  .  . 


cut  to  ws  of  brother  at 
stern  .  .  .  followed  by  cu 
of  Bolafa  Malia  and 

MOTHER    .     .    . 


The  commentator  on  the  program  is  John  Gunther,  a  very  wise 
choice,  since  his  Inside  Africa  was  a  very  widely  read  volume.  He 
appears  immediately  after  the  first  scene  and  gives  us  some  inter- 
esting and  informative  background  about  "the  great  dark  conti- 
nent." 


Gunther: 
How  do  you  do.  I'm  John  Gunther. 
I'm  here  to  introduce  a  special 
program  that  has  been  almost  six 
months  in  the  making. 
Behind  me  is  the  enormous  shape 
of  Africa  —  the  great  dark  con- 
tinent which  is  the  background  for 
our  story  —  a  continent  where  I've 
recently  travelled  almost  40,000 
miles. 

Africa,  packed  with  mystery,  maj- 
esty and  the  great  unknown  among 
continents  is  so  vast  that  you  can 
lose  the  United  States  in  it  four 
times  over,  (turns  to  face  map, 

THEN  BACK  TO  CAMERA  AGAIN ) 

Yet  many  of  us  —  even  today  — 


up  on  John  Gunther 
mcu   standing  before  cut 
out  map  of  africa. 

he  crosses  in  front  of  map 
and  walks  as  camera  dol- 
lies back  for  mls. 


CROSSES    TO    DESK    DECORATED 
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know  as  little  about  it  as  did  the 
geographers  in  Jonathan  Swift's 
time  .  .  .  who  — 

"In  Afric  maps, 

With  savage  pictures  filled 

their  gaps.  .  .  ." 
Well,  we  plan  to  fill  a  gap  not  with 
"savage  pictures,"  but  with  the  in- 
spiring, challenging  report  of  the 
work  of  an  American  medical  mis- 
sionary. 

We  Americans  have  every  reason 
to  be  proud  of  our  doctors  here  at 
home.  Often  we  owe  them  our 
health,  happiness  —  sometimes 

even  fife  itself.  But  when  they 
choose  to  carry  the  practice  of  their 
wonderful  art  —  and  science  —  to 
undeveloped  people  in  remote  parts 
of  the  earth,  they  become  more 
than  doctors.  They  become  unoffi- 
cial American  educators  and  am- 
bassadors to  whom  our  debt  is  even 
greater. 

I  have  met  these  dedicated  men 
inside  Latin  America  .  .  .  inside 
Asia.  But  nowhere  have  I  been 
more  impressed  with  the  quality  of 
their  devoted  work  than  inside 
Africa. 

Fittingly,  our  story  was  filmed  in 
the  Belgian  Congo  (indicates), 
lying  astride  the  equator  like  a 
mighty  giant  —  the  same  land  we 
first  came  to  hear  about  in  the  days 
of  another  medical  missionary,  the 
celebrated  Dr.  Livingstone. 
And  now,  we  begin  our  story  —  in 
the  hot  moist  sky  over  Leopold- 
ville.   .   .   . 


WITH    AFRICAN    CARVINGS    AND 
SITS    ON    EDGE. 

PICKS    UP    MASK 

(CU    MASK    IN    GUNTHER'S    HAND) 

CUT    TO    MS    OF    GUNTHER    ON 
DESK 


GUNTHER    RISES,    CROSSES    TO 
MAP 


CAMERA    DOLLIES    IN    PAST 
GUNTHER    AS    HE    INDICATES 
THE    CONGO    .     .     . 


CAMERA    CONTINUES    PAST 
GUNTHER    TO    LEOPOLDVILLE. 
DISSOLVE    THROUGH    TO    AFRICA 
FILM. 


There  are  shots  of  Leopoldville,  its  apartments,  industries,  hos- 
pitals with  descriptive  narration.   And  then  we  are  taken  to  Lotumbe„ 
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the  tiny  village  where  the  medical  missionary  lives  and  works.  We 
see  some  patients  on  their  way  to  the  doctor.  The  doctor's  young  son, 
Ernest,  greets  them. 

Native  Spokesman: 
(native  tongue) 
Good  morning.    Where  do  we  find 
the  doctor? 

Ernest: 

(native  tongue) 
You   go   to   the   clinic.     It  is   that 
way.    (points) 

Native   Spokesman:  camera  follows  natives  as 

Thank  you.  they  move  away  in  the 

direction  Ernest  points, 
cut  to   ms   of   Ernest  as   he 
leaves  hurriedly  by  a 
different  way. 


(Music  in  and  under  —  estab- 
lishing identifying  theme  for 
each  patient) 

1st   Narrator: 
When   a   doctor, 
In   the  spirit  of 

Him  who  cured  the  sick  and  the 
lame   and  the  blind, 
Sets  down  his  lamp  in   a   dark 

forest, 
Its  glow  can  be  seen  for  miles 

around. 


FADE    OUT. 


FADE    IN:     LONG    SHOT    OF    LEPER 
WALKING    ALONG    RIVER    BANK 
.     .     .    TURNING    AND    CLIMBING 
UP    TOWARD    CAMERA,     SCRAM- 
BLING   UP    BANK,    CU    OF 
FEET.     .     .     . 


The  patients  come  without  pause:  a  mother  with  her  boy  who 
is  suffering  from  yaws,  a  crippled  native  carried  by  two  of  his  cousins, 
the  woman  about  to  give  birth.  They  are  all  given  living  space  in  the 
compound.  Now  we  are  taken  to  the  doctor's  office  as  he  is  ready  to 
see  his  first  patient. 


2nd  Narrator: 
You  remember  this  little  child  .  .  . 
He  came  with  his  family 
Through  miles  of  swamp 
To  reach   the   Monganga.   .   .   . 

(SOF    DOCTOR    AND    CHILD    IN    NA- 


CUT    TO    LS,    INTERIOR    OF    DOC- 
TOR'S   OFFICE    AS    HE    CALLS 
OUT    FOR     1ST    PATIENT.    ENTER 
YAWS    BOY     .     .     .     WS    AS    DOCTOR 
GREETS    AND    EXAMINES.    DOCTOR 
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TIVE  TONGUE  AS  DOCTOR  EXAM- 
INES AND  PRESCRIBES:  THEN 
DOWN  for:) 


2nd  Narrator: 

The   doctor's   diagnosis   is   prompt, 
He  prescribes  penicillin, 
Sends  the  child  to  the  infirmary, 
And  turns  to  the  next  case.   .   .  . 


PRESCRIBES,    HANDS    CHILD    SLIP 
FOR    MEDICATION    AND    PATIENT 
LEAVES.    LS,    DOCTOR    MARKS 
RECORD    AND    TURNS    PAPERS 
OVER    TO    NSAKA,    HIS    ASS'T. 
RETURNS    TO    DESK,    PICKS    UP 
NEW    RECORD 


(sof  native  tongue  as  doctor 
dismisses  boy,  checks  record 
and  calls  next  patient.) 

2nd  Narrator: 
This  is  our  friend 
Who  arrived  by  the  river  bank. 
(sof  up,  doctor  and  patient 
in  native  tongue,  then  down 
for:) 

The  doctor  now  informs  him 
That  he  has  leprosy  —  Hanson's 
disease  — 
And  directs  that  he  go  to  the 

mission  leprosarium 
For  treatment 
Three  miles  away.   .   .  . 
Sometimes, 
When  it  is  necessary  for  the 

patient 
To  undergo  extensive  treatment, 
His  relatives  — 

Like  this  group  of  fishing  folk 
From  far  up  river  — 
Build  for  themselves  nearby 
The  kind  of  habitat  they  are 

used  to, 
And  do  their  waiting 
As  they  carry  on 
The  kind  of  life  they  know 

best.   .  .  . 


DOCTOR    CALLS    NEXT    PATIENT. 

ENTER    LEPER.    DOCTOR    GREETS 

AND    EXAMINES    HIM     .    .     .    DIS- 
CUSSES   PROBLEM    WITH    PA- 
TIENT   AND    SENDS    HIM    TO 
LEPROSARIUM.     PATIENT    EXITS 
AS    DOCTOR    RETURNS    TO 
DESK.     .    .     . 


CUT    TO    VARIED    SHOTS    OF 
FISHING    FAMILY    ON    RIVER 
BANK    NEAR    VILLAGE.     .     .     . 
WS    AS    CAMERA    FOLLOWS 
NATIVE    DELIVERING    CATCH 
TO    WIFE. 

.     .     .    CU    OF    FISH    AS    IT    IS 
PLACED    IN    PAN    .    .    . 
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We  follow  the  doctor  in  his  daily  rounds:  the  pre-natal  clinic, 
the  children's  ward.  We  see  the  man  afflicted  by  elephantiasis,  the 
skin  of  his  leg  as  tough  as  an  elephant's.  We  see  the  woman  wasting 
away  from  the  dread  African  sleeping  sickness.  And  then  in  a  scene 
that  is  purely  visual  we  observe  the  doctor  demonstrating  the  use  of 
crutches  to  the  crippled  patient. 


(sof,  doctor  in  brief  conver- 
sation   with    patient) 
Doctor: 
(continuing  under  film) 
Ah,    Nsaka,    my   head   nurse    and 
good  right  arm,  has  brought  me  the 
crutches  I  ordered  for  the  crippled 
man.    I  told  this  man   there  was 
nothing  I  could  do  for  his  deform- 
ity, but  I  could  help  him  to  walk 
erect  like  a  man.    Did  he  want  to? 
He  said  "yes>"  so  I  had  Nsaka  dig 
up  some  crutches  for  me.  (pause) 
See    for    yourself    what    happens. 

(SOF    NATIVE    TONGUE    UP    FILL) 


CUT    TO    EXTERIOR    VIEW    FROM 
INSIDE    HUT,    SHOWING    NSAKA 
STANDING    OUTSIDE    THE    HUT 
WITH    A    PAIR    OF    CRUTCHES 
WAITING    FOR    DOCTOR    TO    COME 
OUT. 

doctor  emerges  and  greets 
Nsaka,  taking  the  crutches 

FROM    HIM. 

THE  CAMERA  FOLLOWS  THEM 
AS  TOGETHER  THEY  PASS  OUT 
OF    SCENE. 

cut  to  new  exterior  where 
we  see  the  crippled  man 
seated  on  dirt  bank  in 
front  of  lab.  porch.  dr. 
and  Nsaka  enter,  they  ex- 
change   GREETINGS,    THE    DR. 
APPARENTLY    ASKING    TO    SEE 
THE    CRIPPLE    MOVE.    THE 
PATIENT    DEMONSTRATES    HOW 
HE    GETS    ALONG    WITH    THE 
HELP    OF    A    STICK. 
THE    DR.     SPEAKS 
TO    HIM,    SHAKING    HIS    HEAD 
AS    IF    TO    SAY    HE    WILL    NOT 
NEED    TO    WALK    THAT    WAY    ANY 
MORE.    EXPLAINS    THAT    HE    HAS 
BROUGHT    HIM    CRUTCHES    THAT 
WILL    ENABLE    HIM    TO    WALK 
ERECT    LIKE    A    MAN. 
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(music,   modified   cripple 
theme,  in  and  under.) 


THE    DR.    THEN    DEMONSTRATES 
THE    CRUTCHES    FOR    THE    PA- 
TIENT.   CLOSE    SHOT    OF    THIS 
AND   CU   OF    PATIENT'S    REACTION. 
WIDE    SHOT,  NOW,  SHOWS    THE 
DR.,    WITH    NSAKA'S     HELP,  LIFT 
THE    PATIENT    AS    THEY    PLACE 
A    CRUTCH    UNDER    EACH    ARM. 

MS    OF    PATIENT    ON    CRUTCHES, 
STILL    SUPPORTED    BY    DOCTOR 

AND    NSAKA    .     .     . 

WIDE    SHOT    AS    DOCTOR    AND 
NSAKA    STEP    AWAY,    LEAVING 
THE    PATIENT    TOTTERING    UN- 
CERTAINLY ON  HIS  CRUTCHES   .   .   . 
FULL    SHOT    OF    PATIENT    AS    HE 
TAKES    HIS    FIRST    STEP    AWK- 
WARDLY   AND    FALLS,    LAUGHING 
GOOD    NATUREDLY. 
WIDE    SHOT    AS    DOCTOR    HELPS 
HIM    INTO    SITTING    POSITION 
AGAIN    AND    HANDS    HIM    THE 
CRUTCHES,    EXPLAINING    EN- 
COURAGINGLY   THAT    IT    IS 
JUST    A    MATTER    OF    TIME    AND 
PRACTICE    BEFORE    HE    WILL    BE 
USING    THEM    WELL. 
MS    OF    DOCTOR    GIVING    A    FEW 
LAST    INSTRUCTIONS,    AS    HE 
LEAVES    WITH    NSAKA,    WAVING 
GOODBYE    TO    THE    CRIPPLE. 
AFTER    THEY'VE    GONE,    CRIPPLE 
LIFTS    HIMSELF    UPON    THE 
CRUTCHES    TO    TRY    AGAIN.     .    .    . 


But  the  medical  missionary  has  a  rival,  an  ancient  rival,  in 
whom  many  of  the  natives  still  have  faith,  the  witch  doctor. 

(SOF    OF    WITCH    DOCTOR    UP    FOR         CUT    TO    WS    WITCH    DOCTOR, 
7",    THEN    DOWN    UNDER:)  FRAMED    BY    A    GNARLED    TREE 

STUMP,    TREATING    A    NATIVE 
WOMAN    WHO    LIES     SPRAWLED 
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1st  Narrator: 

(over  sound) 
Always, 
Deep  in  the  dark  recesses  of 

the  forest, 
There  are   those  who  would 

ward  off  illness 
Another  way  .   .   . 
For  a  fee 
Vastly  higher  than   that  assessed 

by  the  medical  doctors, 
They  claim   to  intercede  with 

the  spirits 
Who  strike  and  cripple,  swell 

and  torture 
The  human  body, 
Often  delaying  real  help. 

(15") 

(SOF    OF    WITCH    DOCTOR    UP    FOR 
ABOUT     10") 


AGAINST    THE    STUMP.     SPOTTED 
WITH   PAINT,   HE   RATTLES   BONES 
TOGETHER,    INVOKING    THE 
SPIRITS    WITH    INCREASING 
FERVOR    AS    HE    RUBS    HER 
BODY    WITH    LEAVES    AND 
HERBS.    HOLD.    .    .    . 


2nd  Narrator:    (32") 
Hastening  to  repair  the  damage 

caused  by  such  delay, 
Are  hands 
Whose  color  alone 
Speak  volumes 
For  the  increasing  medical 

teamwork  in  Africa 
(10") 
Always 

Surgery  is  preceded 
With  a  prayer.   .   .    .  (04") 

(SOF  UP,  AS  DOCTOR  LEADS  STAFF 
IN  PRAYER  IN  NATIVE  TONGUE ) 

(13") 


CUT    TO    CU,    FOLLOWED    BY  MS, 
OF    THE    HANDS    OF    Dr.    ROSS 
AND    HIS    NATIVE    ASSISTANT    AS 
THEY    SCRUB,    PRELIMINARY    TO 
SURGERY 

(05") 

CUT    TO    WS,    DOCTOR    AND    STAFF 
IN    OPERATING    ROOM,    GATH- 
ERED   ABOUT    THE    PATIENT, 
HEAD    BOWED    IN    PRAYER.    .    .    . 
(PRAYER    BEGINS    AT    04"    IN, 
CONTINUES    FOR     13") 
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Dr.  Ross: 
"The  tumor  which  we  have  today 
is  a  fibroma. 

(39") 

Dr.  Ross: 
"It  is  quite  large  as  you  may  see,  as 
I  press  it  back  and  forth  like  this. 
You  will  note  the  markings  on  the 
skin.  This  is  quite  common  in  this 
area." 


WS  AROUND  TABLE  AS  DOCTOR 
EXAMINES  THE  ABDOMINAL 
GROWTH  BY  OUTLINING  IT 
WITH  HIS  HANDS.  .  .  . 


There  are  actual  shots  of  an  operation  to  remove  a  tumor.  The 
doctor  invites  the  natives  to  watch  the  operation  from  the  outside  of 
the  operating  room.  This  is  to  dispel  their  fear  of  surgery.  As  the 
operation  progresses,  the  doctor  explains  the  details  of  the  surgery. 
The  operation  is  a  success.   The  tumor,  fortunately,  is  not  cancerous. 

Now  we  are  about  midway  in  our  story.  We  return  to  John 
Gunther  who,  this  time,  describes  native  life  in  the  Belgian  Congo. 


Gunther: 
Dr.  John  Ross  fights  disease  in  the 
Congo.  This  is  his  great  personal 
contribution  toward  preserving  the 
health  of  more  than  12  million 
people. 

Who  are  these  people?  How  do 
they  live? 

Well,  to  begin  with,  we  must  re- 
member that  Africans  are  divided 
into  amazing  and  fantastic  numbers 
of  different  tribes.  They  speak 
more  than  700  different  languages, 
and  often  have  cultures  completely 
different  —  even  from  their  next- 
door  neighbors.  Dr.  Ross's  patients 
are  known  as  the  Nkundus.  .  .  . 
(Gunther  continues,  under 
film,  narrating  "native  life 
and  assistant") 


up  on  Gunther 

standing  before  africa  map. 


DISSOLVE    TO    NATIVE    LIFE 
SEQUENCE. 


We  learn  that  manioc,  a  tuberous  root  plant,  bananas,  palm 
nuts  and  fish  form  the  staple  diet  of  the  natives.  Protein  is  scarce  and 
malnutrition  is  prevalent. 
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Gunther  also  explains  the  type  of  schooling  available  to  the 
natives  with  particular  emphasis  on  the  background  of  Nsaka,  the 
medical  missionary's  male  nurse,  who  has  learned  a  great  deal  about 
medicine  from  careful  observation  of  the  doctor.  The  commentary  is 
tied  in,  of  course,  with  appropriate  footage. 

Now  we  meet  Dr.  Ross  again,  this  time  at  the  leprosarium. 


Doctor: 
We  have  about  150  patients  in  our 
leprosarium.  These  patients  are 
being  isolated  until  the  disease  is 
stabilized.  Then  they  will  return 
to  their  homes  to  live  normal  lives, 
and  to  follow  regular  treatment  in 
our  dispensaries. 

Now  let  me  tell  you  something 
about  leprosy.  In  the  first  place,  it 
is  not  as  infectious  a  disease  as 
tuberculosis. 

The  picture  in  recent  years  has 
been  made  very  hopeful  by  the  in- 
troduction of  sulfone  drugs.  But 
still,  it  is  one  of  the  most  prevalent 
diseases  that  we  have  in  this  part  of 
Africa  .  .  .  affecting  perhaps  5  % 
of  the  people. 
(as   he   walks) 

Don't  be  surprised  at  the  presence 
of  the  children.  Leprosy  is  no  re- 
specter of  age.  We  have  cases  here 
from  six  to  eight  years  on  up.  We 
have  about  27  in  our  leprosarium, 
many  who  have  been  with  us  for 
some  time.  We  have  built  a  school 
building  in  order  to  take  care  of 
their  educational  needs.  This  is 
Mbula  Joseph  who  is  our  teacher 
and  also  has  leprosy. 
Now  let  me  show  you  a  few  of  the 
various  types  of  leprosy  we  have  in 
our  leprosarium. 


ESTABLISHING  SHOTS 
I.E.,  LS  STREET  SHOWING 
FLAGS  BEING  RAISED  .  .  . 
PEOPLE  PASSING  CAMERA  AS 
THEY  GO  ABOUT  THEIR 
BUSINESS.  .  .  . 

CUT  BACK  TO  DOCTOR,  MS. 


CUT  TO  CU  OF  DOCTOR 


cut  of  wide  shot  of 
children   seated  on   ground, 
doctor  steps  into  picture. 
Mbula  Joseph   shortly  joins 
him. 


doctor   walks    out   of    scene. 
Mbula  Joseph  orders   chil- 
dren to  rise  and  accom- 
panies THEM  AS  THEY  LEAVE.  .  .  . 
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Dr.  Ross  describes  the  different  types  of  leprosy  as  the  camera 
follows  him  on  his  visit  to  the  patients.  We  leave  the  leprosarium 
on  a  note  of  hope. 


Doctor: 
The  vast  majority  of  people  who 
are  here,  once  their  cases  are  ar- 
rested, will  return  to  their  villages 
.  .  .  healthier  and  happier. 

(music  out) 

2nd  Narrator: 
And  so, 
With   the  inevitable  washing  of 

hands 
That  precedes  his  departure  — 
A  never-omitted  ritual  for  all 

who  visit  here  — 
The  doctor 
Returns  to  the  problems  he  left 

behind, 
Shouting  the  familiar  native 

parting  — 
"You  stay  well!" 


CUT    BACK    TO    DOCTOR    IN 
ORIGINAL    SETTING,    THE 
DISPENSARY,    PATIENTS    COM- 
PLETED,   SEATED    AT    EDGE    OF 
TABLE     .     .     . 
PUTS    ON    CAP     .     .    . 

CUT   TO   WS    BOKA    SETTING   DOWN 
A    PAN    OF    WATER    AND    SOAP. 
DOCTOR    STEPS    INTO    SCENE    AND 
WASHES    HANDS. 


CUT    TO    WIDE     SHOT    OF    DOCTOR 
ON    HIS    BICYCLE    AND    WAVING 
GOODBYE    TO    STAFF    AND    OTHERS 
GATHERED    TO    SEE    HIM    OFF 


Doctor:   (calling  out) 
Locikala-o! 

For  the  next  sequence,  writer  Lou  Hazam  brings  us  a  study  in 
contrasts:  birth  and  death. 

Part   7  —  Delivery  Sequence 

ls   .  .   .  then  ms  and  cus  of 
long  single-file  funeral 
procession,  carrying  coffin, 
establish  for  about   10" 
before  narration  and  con- 
tinue over  narration.   .   .  . 
1st  Narrator: 

Death  — 

Indifferent  to  the  color  of  man  — 

Visits  the  people  of  the  forest 

As  it  visits  all  folk  .   .   . 
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Oft'  giving  rise 

To  such  a  funeral  procession  as 
this  .   .  . 
Returning  the  body  of  its  victim  — 
A  woman  — 
To  her  native  village, 
Amid  the  din  of  drums 
And  the  sound  of  their 

bereavement.  .  .  . 


But  here,  too, 

As  everywhere  in  the  world, 

Death  must  meet  its  inevitable 

challenger  — 

Birth  .   .   . 

2nd  Narrator: 
This  is  Bolafa  Malia, 
Whose  baby  has   come   at  last 
Into  the  world  of  Lotumbe   .   .   . 
Come  to  be  born 
Where  all  the  science  of 

modern  medicine 
Can  be  brought  to  bear 
To  assure  his  safe  arrival  .   .   . 
As  his  grandmother  looks  on. 
Quickly  the  doctor 
Pursues  his  post-natal  activities, 
Seeing  to   the  hundred-and-one 

things 
That  must  be  done  — 
All  brought  to  a  fitting  climax 
When  he  carries  the  baby  in 

his  arms 
To  the  mother  herself. 

(SOF,    DOCTOR   AND    MOTHER   UP) 


CUT    OR    DISSOLVE    TO    WS 
DELIVERY    ROOM    IN    HOSPITAL, 
WOMAN    ON    TABLE    DOCTOR 
DELIVERING    CHILD.     .     .     . 

CUT    TO    NEWBORN    CHILD    BEING 
LIFTED,    WRAPPED    AND    PLACED 
ON    MOTHER'S    ABDOMEN.     .     .    . 


CUT  TO  MOTHER  ON  OPERATING 
TABLE  .  .  .  THEN  TO  CU  OF  BABY 
IN  COT  AS  DOCTOR  CLEARS  NOSE 
AND  MOUTH  PASSAGES   .   .   .   (12") 


CUT    TO    CU    GRANDMOTHER 
LOOKING    ON     .     .     .     (02") 
CUT    TO    BABY    IN    COT    AS 
DOCTOR    TIES    NAVEL    .    .    .    CU    OF 
MOTHER   .    .    .   BABY  IN   COT   BEING 
WRAPPED    .    .     .    CU  ASS'T    NURSE 
WATCHING    .     .     .    THEN    CUT    TO 
DOCTOR    SHOWING    BABY    TO 
MOTHER    .    .    .     (19") 

SOF    OF    DOCTOR    AND    MOTHER 
&  CU  MOTHER  (09") 


2nd  Narrator: 
And  again   the  doctor  honors 
An  old  custom  at  Lotumbe. 


CUT  TO  CU  OF  GRANDMOTHER, 
THEN  TO  WS  OF  Dr.  ROSS 
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He  presents  the  infant  child 
Before  the  grandmother, 
Announcing  — 

With  the  joyful  word  "Aobika," 
"She  lives  .  .  .  the  mother  lives!" 

(SOF  FOLLOWS  WITH  DOCTOR  AND 
GRANDMOTHER  RE  "AOBIKA.") 


AND  GRANDMOTHER  AS  HE 
SHOWS  HER  THE  BABY.  .  . 


(14") 


At  the  conclusion  of  this  scene,  we  return  again  to  John  Gun- 
ther.  Now  we  are  told  about  the  many  activities  undertaken  by  Dr. 
Ross  which  are  far  removed  from  the  purely  medical:  showing  the 
natives  how  to  make  bricks,  doing  his  own  carpentry  work,  repair- 
ing his  outboard  motor.  And  on  Sunday,  Dr.  John  Ross,  accordionist, 
is  the  "organist"  of  the  church. 

The  1st  Narrator  picks  up  the  story  with  a  lead-in  to  the  baby 
clinic  presided  over  by  Mrs.  Ross.  Then  we  are  off  on  a  trip  to  a 
remote  tribe  of  semi-pygmies,  who  are  also  the  doctor's  patients. 


2nd  Narrator: 
A  small  clearing 
That  is  the  home 
Of  a  tribe  of  semi-pygmies 
Known  as  the  Batswas. 

(NATIVE     MUSIC     SNEAK     UNDER) 

The  news  of  the  Monganga's 

arrival 
Has  preceded  him. 
There  is  the  usual  greeting 
From  the  Chief  .   .   . 
And   then  he  pauses 
To  listen  to  the  Batswas 
Sing  his  welcome.    .   .   . 


(MUSIC,     WILD     TRACK,     UP     . 
HOLD    THEN    DOWN) 

Having  saluted  the   greeting, 
The  doctor  moves  on 
To  the  purpose  of  his  visit. 
With  microscope   set  up, 
To  examine  blood  smears. 
He  starts  on  the  long  line  of 


CUT    TO    DR.    AND    NURSE 
ENTERING    BATSWA    VILLAGE, 
DUCKING    UNDER    FRAMEWORK 
OF    NATIVE    HUT.     .     .     .     (14") 
CUT    TO    NATIVES    DANCING    AND 
SINGING    IN    THE    BG    AS    CHIEF 
COMES     FORWARD    TO    SHAKE 
DOCTOR'S    HAND    TO    WATCH 
DANCING    (18")     CUT    TO 
VARIED    SHOTS    OF    SINGING 
AND    DANCING    .     .     .     (57") 


CUT    TO    DOCTOR,    NURSE,    AND 
CHIEF    PASSING    ON    TO    HUT    IN 
BACKGROUND.    CUT    TO    HUT 
WITH    TABLE    SET    UP    WITH 
MICROSCOPE    .    .    .   DR.   AND   NURSE 
BEHIND    TABLE     .     .     .    PATIENT'S 
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patients  who  deem 
A  consultation   with  a  doctor 
A  rare  event  indeed, 
And  can  count  the  time-between 
In  years.   .   .   . 
As  Dr.  Ross  describes  the 

Bats  was.   .   .  . 


AWAITING    EXAMINATION    TWO 
LONG    LINES    TO    ONE    SIDE    .    .    . 
PATIENTS    MOVE    IN    FOR 
EXAMINATION,    ONE    AFTER    THE 
OTHER,    AS    THE    DOCTOR 
MOTIONS     FOR    THEM    TO    COME 
FORWARD 


Dr.  Ross:  (wild  sound) 
"These  people  are  generally  the 
most  primitive  people  we  have,  liv- 
ing in  the  most  primitive  condition. 
While  they  are  more  prolific  than 
the  more  advanced  peoples,  they 
also  are  more  subject  to  the  inroads 
of  malaria  .  -  .  pneumonia  .  .  .  and 
other  diseases.  We  find  more  yaws 
in  this  group  than  we  commonly 
do,  but  on  the  other  hand,  less 
venereal  disease." 

This  is  one  man's  contribution  to  his  fellow  men.  This  is  mod- 
ern medicine  come  to  heal  the  ills  of  an  ancient  people,  far  removed 
from  the  centers  of  civilization.  In  the  same  poetic  vein  with  which 
Hazam  opened  this  documentary,  "Monganga,"  he  writes  the  moving 
conclusion. 

Closing  Sequence 


(music:  compound  meeting  in 
.  .  .  hold  until  established, 
then  down  for  narration) 

1st  Narrator: 
Thus  do  we  return, 
As  each  succeeding  day 

inevitably  returns  — 
To  another  dawn 
At  Lotumbe's  mission  compound. 
Many  of  the  faces  have  changed, 
For  those  with  old  aches  are 

gone, 
And  others  with  new  pain  are 
New  come. 


DISSOLVE  TO  CROWD  AND 
STAFF  GATHERED  AROUND 
PASTOR    IN    COMPOUND  SINGING 
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But  some  faces  you  remember  .  .  . 

Those  we  have  followed  here. 

The  little  boy 

Who  came  covered  with  yaws 

Festering  his  sad  face.  .  .  . 

Bolafa  Malia, 

Who  came  to  have  her  baby, 

And  who  —  only  yesterday  — 

May  have  borne  her  child  in 

the  jungle 
Surrounded  by  all  the  fetishes 

of  ignorance, 
Our  crippled  man 
Whose  twisted  legs 
Could  not  hold  him.  .  .  . 
They  await  now 
Only  the  benediction.  .  .  . 

Pastor: 
(gives  benediction) 
(music    swells   out   of   bene- 
diction  AND   UNDER) 

1st  Narrator: 
And  so  has  come 
Their  time  to  go.   .   .   . 
The  woman  with  her  newborn  .  .  . 
Turning  her  steps 
Toward  the  Momboyo.   .  .  . 
The  cured  boy 
With  his  mother  .   .  . 
Toward  the  swamp 
That  leads  to  home.  .  .  . 
And  our  friend 
Down  the  path  to  the  forest, 
Reflecting  —  as  he  walks 

unaided  — 
The  words  of  the  Greatest 

Healer  .   .  - 
"Arise,  And  go  thy  way".  .  .  . 
All  well, 
By  the  skill  of  the  American 

Monganga.   .  .  . 
(pause) 
And  by  the  grace  of  God. 


cut  to  yaws  boy  with 
mother,  standing 

cut  to  Bolafa  Malia 

and  family  seated,  singing 


CUT    TO    CRIPPLED    MAN    SEATED 
SINGING 


CUT  TO  PASTOR  IN  CENTER 
WHO  RAISES  HIS  HAND  AND 
GIVES    THE    BENEDICTION.     .     .    . 

CUT    TO    LONG    SHOT    OF    CROWD 
BREAKING    UP.     .    .    . 
CUT    TO: 

Bolafa  Malia  and  family 
leaving  crowd  at  break-up. 
cut  to  yaws  child  and 
mother   departing  for  home 


CUT    TO    CRIPPLED    MAN 
WALKING    ERECT    ON    HIS 
CRUTCHES    ALONG    PATH 
HIS    BACK    TO    CAMERA.     . 


cut  to  Bolafa  Malia  and 
family  in  pirogue,  as  it 
is   paddled  away   from 
camera  upon  the  bosom  of 
the  momboyo.   .   .   . 
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(the  quiet  sound  of  the  pad-      the  boat  on  the  river 
dles  in  the  water)  growing  smaller  and  smaller 

as  titles  and  credits 

are  superimposed 

(music  rising  to  warm  con- 
clusion and  americana  theme 
under  titles.) 


ON    THE    LOCAL    LEVEL 

When  we  consider 
the  time,  the  effort,  the  personnel  and  the  vast  sums  of  money  required 
to  produce  an  effective  TV  network  documentary,  it  may  seem  to 
be  an  impossible  project  for  a  local  station.  Actually,  this  is  not  the 
case.  Several  local  stations  have  produced  both  one-shot  and  series 
documentaries  with  minimum  personnel,  equipment  and  cost.  What 
they  have  possessed  is  imagination,  courage  and  an  issue. 

For  a  definitive  picture  of  how  a  local  station  can  produce  a  suc- 
cessful documentary  and  the  role  the  writer  plays,  let  us  study  a 
specific  example. 

The  nation's  capital  is  a  beautiful  city,  Tourists  from  vast 
metropolitan  centers  like  New  York  or  Chicago,  are  undoubtedly  im- 
pressed by  the  cleanliness  of  Washington,  by  its  tree  lined  streets  and 
avenues,  by  its  monuments  and  public  buildings.  Yet  Washington, 
unfortunately,  has  its  share  of  ugliness,  its  slums,  which  it  is  slowly 
eradicating,  and  a  river,  which  should  be  a  ribbon  of  beauty  but  in- 
stead is  a  conveyor  of  filth. 

Here  then  is  an  issue:  pollution. 

The  station  that  took  up  the  cudgels  in  the  fight  against  pollu- 
tion was  WRC-TV,  the  NBC  outlet  in  Washington.  It  instituted  a 
series  of  half -hour  documentaries  called,  ironically  enough,  "Our 
Beautiful  Potomac,"  for  which  it  received  the  highly  prized  Sylvania 
award. 

Now,  pollution  is  not  a  pretty  subject.  It  would  be  difficult 
enough  to  handle  on  radio  but  for  a  television  documentary,  the  ques- 
tion naturally  arises :  how  far  can  you  go  visually?  The  Potomac  River 
is  polluted  because  of  the  amount  of  sewage  which  flows  into  it. 
Would  it  be  too  shocking,  or  in  bad  taste  to  show  films  of  sewage 
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flowing  into  the  river?  The  WRC-TV  staff  decided  there  was  no  mid- 
dle ground  here.  If  you  were  going  to  tackle  this  problem,  you  had 
to  show  how  serious  it  was.  If  people  were  shocked  then  maybe  they 
would  be  aroused  enough  to  do  something  about  the  situation.  That 
was  the  avowed  purpose  of  this  documentary  series.  It  was,  in  every 
sense,  an  action  documentary. 

WRC-TV  organized  a  documentary  unit  consisting  of  a  pro- 
ducer, writer,  film  editor  and  director,  all  of  whom  participated 
equally  in  decisions.  As  far  as  the  writer  was  concerned,  he  did  more 
than  prepare  the  script.  He  took  part  in  the  planning  of  shots,  in  the 
editing  of  the  script  and  in  the  production  of  the  program.  In  other 
words,  this  was  a  closely  knit  group  which  made  up  in  extra  activity 
what  it  lacked  in  number  of  personnel. 

Because  of  the  particular  problems  it  faced,  the  WRC-TV  doc- 
umentary unit  decided  it  would  have  to  do  without  a  shooting  script. 
Camera  work  was  dependent  on  the  flow  of  sewers,  the  tide,  the 
wind,  and  the  light.  In  striving  for  naturalism,  for  example,  to  catch 
people  fishing  in  the  polluted  waters  without  giving  the  effect  of  pos- 
ing, the  cameraman  had  to  be  quick  on  the  shutter.  Once  a  picture 
was  set  up,  the  participants  were  usually  self-conscious  and  posed.  It 
was  decided  therefore  to  shoot  first  and  obtain  releases  later.  Written 
releases  are  essential  from  individuals  who  have  been  photographed, 
otherwise  the  station  may  be  liable  on  grounds  of  invasion  of  privacy. 

Many  of  the  shots  taken  were  stark  and  of  definite  shock  value : 
a  pan  shot  from  the  Lincoln  Memorial  to  a  sewer  outfall;  a  fisherman 
hauling  a  catch  out  of  a  fly-covered  river  area;  a  couple  of  youngsters 
wading  and  splashing  water  oblivious  to  the  warning  sign:  "No 
Wading  —  Polluted." 

Many  of  these  shots  were  taken  "wild,"  that  is,  without  specific 
relation  to  script  but  with  the  probability  of  use.  Film  limitations  re- 
quired that  the  copy  be  adapted  to  the  available  film.  A  rough  edit 
of  the  film  was  prepared  from  which  the  writer  turned  out  a  first 
draft.  This  served  to  show  up  the  story  line  deficiencies  due  in  the 
main  to  the  original  film  edit.  Revisions  were  therefore  in  order  un- 
til script  and  film  told  a  coherent,  powerful  story. 

All  through  the  script  the  general  rule  was  followed  to  let  the 
pictures  tell  the  story  whenever  possible.  When  script  was  utilized 
for  obvious  scenes,  it  was  written  to  offer  additional  information  to 
the  viewer.  For  instance,  a  sequence  showing  men  fishing  in  the 
Potomac,  would  require  no  identifying  script  to  the  effect,  that: 
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"These  men  are  fishing."  But  the  script  did  explain  that  the  fish  the 
men  were  catching  were  carp  and  catfish,  the  scavengers. 

Music  played  an  important  part  in  the  documentary.  The  pro- 
ducer's rule  of  thumb  was  "To  allow  the  music  to  come  up  full  when 
the  picture  was  powerful  and  to  supplement  relatively  weak  pictures 
with  narration."  The  music  consisted  of  recorded  selections  taken 
from  the  station's  library  of  recordings.  Mostly,  these  selections  were 
from  the  lesser  known  classical  works.  Familiar  music  as  background 
has  a  tendency  to  be  distracting. 

As  we  have  stated  previously,  the  essential  ingredient  of  any  suc- 
cessful documentary  is  thorough  research.  The  documentary  unit  at 
WRC-TV  had  to  be  sure  of  its  facts.  In  some  instances,  it  was  tread- 
ing on  political  toes  and  it  therefore  had  to  be  certain  that  every 
statement  the  writer  used  in  the  script  was  accurate. 

This  series  on  "Our  Beautiful  Potomac"  did  not  confine  itself 
to  shots  of  the  river  and  narration.  Interviews  were  recorded  with 
city  officials.  The  local  citizenry  was  invited  to  air  its  opinions  and 
suggestions.  Since  the  Potomac  River  also  borders  the  neighboring 
communities  of  Arlington  County  in  Virginia  and  Montgomery 
County  in  Maryland,  officials  from  those  suburban  areas  were  asked 
to  appear  on  the  program  to  tell  the  public  what  plans,  if  any,  they 
had  to  clear  the  pollution.  The  producer-narrator  of  the  program 
series,  Stuart  Finley,  did  not  pull  any  punches  during  the  inter- 
views. 

Two  questions  must  inevitably  arise:  one,  how  costly  was  this 
program  series  to  WRC-TV?  The  answer  is  that  the  cost  was  ex- 
tremely nominal.  Since  this  was  a  constructive  public  service  series, 
many  agencies  assisted  the  station.  The  United  States  Public  Health 
Service,  the  Potomac  River  Commission  and  the  local  Health  Depart- 
ment supplied  the  unit  with  film,  additional  cameramen,  visual  aids 
and  plenty  of  advice. 

What  results  did  the  documentaries  achieve?  First  of  all,  the 
newspapers  took  up  the  lead  of  WRC-TV.  There  were  columns  of 
copy  following  each  telecast.  Broadcast  interviews  were  quoted.  Ed- 
itorials were  written.  The  public  conscience  was  awakened  with  pres- 
sure being  placed  on  the  proper  officials  to  literally  clean  up  the 
situation.    Progress  was  definitely  being  made. 

The  United  States  Public  Health  Service  thought  so  highly  of 
the  series  that  it,  in  turn,  has  produced  an  overall  documentary  film 
utilizing  the  salient  features  of  the  original  series.   This  film  has  been 
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processed  for  showing  throughout  the  country.    It  will  be  helpful  to 
other  cities  which  are  faced  with  an  identical  pollution  problem. 

Here  now  are  excerpts  from  one  of  the  scripts  of  the  prize-win- 
ning documentary  series,  "Our  Beautiful  Potomac,"  co-authored  by 
John  Dewitt  and  Stuart  Finley. 


VIDEO 

CLOSE-UP    OF    AN 
OAR     BEING    ROWED 
THROUGH    SEWAGE 
FLOATING    ON 
SURFACE    OF    A 
STREAM. 


(dissolve) 
Capitol   Building 
White  House 

Potomac  River 
(super  titles) 
pan  from  lovely 
shot  of  Jeffer- 
son Memorial  to 
water  of  Tidal 
Basin  covered 
with  sewage 
and  debris. 
pan  from  an 
airplane  coming 
in  at  National 
Airport  to  sew- 
age in  water 

NEARBY. 

CU  BUBBLES 

COMING  UP. 


AUDIO 

(music) 

God  decreed  that  Pharaoh  must  let  his  people  go. 
He  commanded  Moses  and  Aaron  to  pollute  the 
river  Nile  .  .  .  and  make  it  abominable.  Moses 
and  Aaron  did  as  God  commanded.  The  Bible 
records : 

"And  the  fish  that  was  in  the  river  died. 
And  the  river  stank. 

And  the  Egyptians  could  not  drink  of  the  water 
of  the  river." 

God   could    think   of   no    greater   punishment   to 
inflict  upon  the  people  of  Egypt.    Today,  Ameri- 
cans inflict  this  punishment  upon  themselves. 
(music) 

Washington,  D.C.,  our  Nation's  Capitol. 

Home  of  the  President  of  the  United  States  and 

nearly  two  million  other  Americans. 

And  this  is  the  beautiful  Potomac  River. 

(music) 

Washington's  historic   shrines   form  a  panorama 

of  beauty  —  with  a  background  of  filth.    Human 

thoughtlessness  has  converted  the  Potomac  River 

into  one  of  the  ten  dirtiest  rivers  in  all  America. 


Thousands  of  visitors  arrive  at  Washington's  Na- 
tional Airport  every  day.  The  river  looks  lovely 
(pause)  until  they  get  a  closer  look.  This  is 
human  sewage,  dumped  raw  into  the  beautiful 
Potomac. 

Gas  bubbles  up  to  the  surface,  polluting  the  air 

as  well  as  the  water. 

(music) 
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PAN  FROM  FISH- 
ERMAN CASTING 
TO  SEWAGE  AND 
DEBRIS    IN    WATER. 

SEVERAL    FISHER- 
MEN  FISHING   OVER 
SEWER    OUTFALL. 


FISH    IN    BOX    COV- 
ERED    WITH     FLIES. 


The  people  who  live  here  have  to  relax  some- 
where.   And  what's  more  fun  than  fishing  in  the 
river.   But  the  Potomac  is  a  quagmire  ...  a  dump- 
ing place  for  junk  and  filth. 
(music) 

Incredible!  These  fishermen  are  huddled  over  a 
flowing  sewer  .  .  .  because  this  is  where  the  fish 
bite  best.  Carp  .  .  .  catfish  .  .  .  muck-dwellers  .  .  . 
scavengers.  Easy  to  catch  .  .  .  but  not  very  appe- 
tizing. 

These  fish  weren't  caught  for  sport.  They're  for 
supper   tonight. 


This  was  the  opening  sequence.  The  documentary  continued 
with  additional  scenes:  a  couple  swimming  in  the  polluted  river,  a 
group  holding  a  picnic  on  the  river  bank.  Then  followed  taped  com- 
ments bv  some  of  the  local  residents. 


MONTAGE    OF 
BEAUTIFUL    MONU- 
MENTS   of   Wash- 
ington   USUALLY 
showing  their 
proximity  to 
the  water.    (no 
filth   shown 

HERE.) 


"I've  owned  two  cabin   cruisers  located  here  on 

the  river  in  the  past.    I've  had  discussions  with 

my  wife  on  the  subject  and  she  won't  let  me  take 

the  children  out  on  the  Potomac  River." 

(music) 

"The  fish  were  dying.    There  were  500  or  so  fish 

floating  by  dead  because  there  was  no  oxygen  in 

the  river." 

(music) 


There  were  other  equally  indignant  comments.  The  script 
then  explained  some  of  the  background  of  the  problem  including 
matched  film  and  narration  describing  the  existing  facilities  of  the 
District  of  Columbia. 


PUMPING    STATION 
EXTERIOR 


EMPTY    BAR 
SCREENS 


Here  is  Washington's  big  pumping  station  where 
billions  of  gallons  of  wastes  converge  from  all 
over  the  city  and  are  funneled  down  to  the  treat- 
ment plant.  Just  to  keep  the  stuff  moving  takes 
huge  facilities  and  engineering  skill.  It  costs  big 
money,   too. 

In  dry  weather,  everything  works  just  fine.  These 
bar  screens  remove  rags,  sticks,  and  other  junk 
that  might  clog  the  pumps  and  the  liquid  is 
pushed  along. 
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FULL   BAR    SCREENS 
OUTFALL 

Blue  Plains 
treatment 
plant   sign 
wide   shot  of 

PLANT 
SETTLING    TANKS 

&    CU 


But  when  it  rains,  there's  trouble.  Pumps  over- 
load, bar  screens  clog,  and  everything  is  shunted 
out  to  the  river  instead  of  being  sent  down  to 
Washington's   treatment  plant. 


Actually,  it  is  only  half  a  plant.  This  is  what 
they  call  "primary  treatment."  These  big  settling 
tanks  permit  the  heavy  stuff  to  settle  out  and  the 
light  material  to  be  skimmed  off.  Here  the  treat- 
ment ends.  A  "complete"  disposal  plant  would 
include  "secondary"  treatment  too. 
Additional  processes  can  remove  as  much  as  95% 
of  the  pollution  load  before  returning  the  liquid 
to  circulation.  But  with  primary  treatment  like 
this,  only  about  a  third  of  the  harmful  effects  is 
removed. 


An  explanation  of  treatment  continued,  this  time  describing  the 
facilities  of  the  neighboring  communities.  Then  the  script  delved 
into  the  causes  of  the  pollution  and  the  all-important  question :  what 
can  be  done  about  it? 


SEWAGE     SHOTS 


BEAUTIFUL    SCENE 


There  are  two  schools  of  thought  about  cleaning 
up  the  Potomac.  One  group  would  like  to  remove 
the  lumps.  They  talk  in  terms  of  "permissible 
loading"  ...  in  other  words:  "how  much  sewage 
can  the  river  carry  away  without  it  showing?" 
Other  people  think  the  river  should  be  really  clean 
...  in  the  interest  of  health  and  recreation. 
Earnest  men  are  working  to  clean  it  up.  The 
water  pollution  control  agencies  and  the  health 
departments  of  the  surrounding  States  and  cities 
are  trying  valiantly  to  do  their  share.  There  is  an 
Interstate  Potomac  River  Commission  to  help  in 
overall  planning. 

When  you  view  a  majestic-looking  river  from  a 
distance  ...  it  actually  looks  clean  enough.  It's 
easy  to  disregard  water  pollution.  This  is  what 
makes  it  so  difficult.  The  citizens  themselves 
most  often  don't  comprehend. 


The  script  moved  on  to  a  specific  example  of  action.    It  showed 


Great  Falls   pan 
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how  the  city  of  Alexandria,  Virginia,  with  its  own  Potomac  water- 
front, remedied  its  situation. 


CONSTRUCTION 
SCENES  .  .  .  SEV- 
ERAL SCENES  .  . 
EARLY  CONSTRUC- 
TION 


AERIAL  SHOT  OF 
PLANT 

settling  tanks 
filtering  tanks 
shot  toward 
Memorial 
Hooff's  Run 
outfall    flowing 
Hooff's  Run  dry 
Pendleton  out- 
fall flowing 
Pendleton  man- 
holes 


Gradually,  as  the  citizens  read  the  editorials  in 
the  newspaper  .  .  .  watched  television  .  .  .  and, 
most  important,  visited  their  own  waterfront  .  .  . 
they  began  to  wake  up.  This  was  an  emergency. 
Something  had  to  be  done.  And  they  did  it.  They 
created  an  Alexandria  Sanitation  Authority  and 
floated  a  bond  issue  to  pay  for  a  big  new  sewage 
treatment  plant.  Once  they'd  made  up  their 
minds,  the  work  went  quickly. 
(music) 
And  now  it's  in  operation. 

Today,   the  sewage  from   85,000  people  goes  to 
the  treatment  plant  .   .  .  instead  of  to  the  river. 

(music) 

And  look  at  the  difference.    Sewage  used  to  pour 

out  here   .    .   . 

And  it  doesn't  any  more. 

It  used  to  emerge  here. 

Now,  it  flows  through  interceptor  sewers  under 
these  manholes. 


The  program  concluded  with  a  statement  by  an  official  of  the 
United  States  Public  Health  Service  to  the  effect  that  the  polluted 
Potomac  was  not  an  isolated  instance,  that  other  large  cities  faced 
similar  problems  and  that  there  were  adequate  solutions :  bond  issues 
to  pay  for  treatment  plants  and  assistance  to  small  communities  by 
means  of  the  Federal  Water  Pollution  Control  Act. 


IN    THE    PUBLIC    INTEREST 

A  local  station  can 
serve  both  the  community  and  itself  by  the  presentation  of  a  forceful 
documentary,  or  a  series  of  documentaries,  on  an  issue  of  vital  con- 
cern to  the  community.    This  type  of  programming,  more  than  any 
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other,  makes  a  radio  or  television  station  an  integral  part  of  the  area 
it  serves  and  is  substantial  proof  that  the  station  is  operating  in  the 
public  interest. 

Generally,  documentaries  on  the  local  level,  as  on  the  network 
level,  are  staff -conceived.  Nevertheless,  students  of  radio  and  tele- 
vision writing  may  find  it  to  their  interest  to  explore  the  possibility 
of  preparing  a  documentary  radio  or  television  script  for  the  local 
station.  A  study  would  have  to  be  made  of  any  problems  affecting  the 
local  area  and  then  an  outline  formulated  for  presentation  purposes. 

The  writer  will  have  to  bear  in  mind  the  probability  that  the 
local  documentary  will  be  presented  on  a  sustaining  basis  and  there- 
fore costs  must  be  kept  to  a  minimum.  As  in  the  case  of  "Our  Beauti- 
ful Potomac,"  enlisting  the  aid  of  local  or  Federal  agencies  should 
prove  helpful. 

Radio  documentaries  can  be  presented  at  a  bare  minimum  of 
cost  by  any  station  that  has  a  portable  tape  recorder.  One  of  this 
author's  students  produced  a  series  of  weekly  documentaries  spon- 
sored by  a  cooperative  organization.  It  was  an  informational  series 
explaining  the  different  types  of  cooperatives,  how  they  were  formed 
and  how  they  operated.  Some  of  the  documentaries  were  historical 
in  nature,  delving  into  the  origin  of  cooperatives  and  their  growth  in 
various  lands.  The  producer  was  a  young  lady  with  drive  and  imagi- 
nation. She  was  given  an  inelastically  thin  budget  and  a  minute  ex- 
pense account  for  travel.  She  was  allotted  an  adequate  tape  recorder. 
The  productions  were  entirely  her  own.  She  wrote  and  narrated  the 
script,  arranged  interviews  and  pickups  of  pertinent  events.  It  was 
not  an  easy  assignment  but  it  was  always  an  interesting  one.  She 
discovered  that  this  business  of  broadcasting  is  often  nerve-wracking 
but  seldom  dull. 

Television  presents  greater  problems  to  the  local  documentary 
producer  or  writer  and  the  interest  of  the  station  in  putting  on  a  series 
will  varv  in  proportion  to  its  area  coverage  and  financial  standing. 
Technicallv,  a  television  documentary  can  rarely  be  a  one-man  or 
one-woman  production.  A  capable  cameraman  is  a  necessity.  But 
the  writer  can  also  be  the  producer,  and  narration  and  interviews 
can  be  handled  by  one  of  the  station's  staff  announcers. 
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THE    RADIO    DOCUMENTARY 

The  radio  docu- 
mentary has  a  notable  history.  It  reached  its  zenith  during  1947  and 
1948  with  the  CBS  Documentary  Unit  leading  the  way.  Such  pro- 
ductions as  "The  Eagle's  Brood,"  a  probe  of  juvenile  delinquency, 
"The  Sunny  Side  of  the  Atom,"  a  study  of  the  peaceful  uses  of  atomic 
energy,  "Among  Ourselves,"  an  inquiry  into  race  relations,  attracted 
nation-wide  attention  and  critical  acclaim.  Of  comparable  stature  was 
the  NBC  series,  "Living."  This  was  radio  for  adults.  All  networks 
contributed  their  share  of  outstanding  provocative  documentaries. 

The  Fund  for  Adult  Education  sponsored  a  series  of  dynamic 
documentaries  under  the  title  of  "The  People  Act."  This  recorded 
series  showed  what  communities  could  do  to  remedy  local  problems 
through  united  action  whether  it  was  routing  racketeers  in  Gary, 
Indiana,  or  fighting  for  good  schools  in  Arlington,  Virginia.  "The 
People  Act"  radio  programs  are  now  on  deposit  with  the  Educational 
Television  and  Radio  Center  and  are  available  for  distribution  to  all 
educational  stations. 

Whether  the  radio  documentary  will  ever  again  have  such  a 
resurgence  is  problematic  because  we  must  admit  that  the  visual  ad- 
vantage of  television  makes  it  a  far  superior  medium  for  the  docu- 
mentary. Obviously,  if  you  were  to  produce  a  documentary  on  the 
ravages  of  floods,  one  film  sequence  of  a  stricken  community  will 
have  vastly  greater  impact  than  any  number  of  words,  no  matter  how 
dramatically  written. 

Essentially,  the  observations  we  have  made  concerning  the 
writing  of  the  television  documentary  apply  equally  to  the  radio  doc- 
umentary with  one  important  exception:  in  television,  a  film  segment 
may  make  a  dramatic  point  without  the  use  of  any  narration  or  dia- 
logue; in  radio,  words  must  paint  the  picture.  Both  media  can,  and 
do,  use  sound  and  music  to  good  effect. 

The  radio  documentary  is  alive  and  kicking  today  and  although 
not  as  widespread  or  as  vocal  as  its  predecessors  of  a  decade  ago,  it 
still  has  an  important  job  to  do.  Witness  the  award-winning  series, 
"Disaster,"  presented  by  the  American  Broadcasting  Company  radio 
network  in  cooperation  with  the  Red  Cross.  This  series  of  dramatic 
documentaries  is  written  by  one  of  the  network's  top  writers,  Ira 
Marion.     We  have  selected  portions  from  one  of  the  programs  in  the 
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series:   "The  Tampico  Hurricanes."    This  is  the  opening  sequence 
utilizing  a  narrator : 

Narr:  They  are  born  at  the  eastern  edge  of  the  Caribbean,  these 
whirling  winds.  They  are  disciples  of  the  ancient  god  Hurakan, 
he  of  the   thunder  and  lightning. 

(one  crack  of  lightning  and  thunder) 
(cue)   They  travel  out  of  the  southeast,  spinning  north  and  west. 
The  young  men  in  the  aircraft  find  them,  flying  the  Gull  Tracks 
out  of  Bermuda,  flying  the  search  patterns  out  of  Miami,  and  Key 
West. 

(radio  bug  sneaks  in  under) 
They  report  what  they  find,  out  there  over  blue  water,  those  young 
men.    The  air  is  busy,  whining  and  crackling  with  their  reports. 

(radio  bug  segues  to  teletype) 
Their  terse,  concise,  cogent  words  are  translated  at  the  Miami  Office 
of  the  United  States  Weather  Bureau,  and  speed  northward  on  the 
chattering  teletypes,  to  reach  the  big  room  in  Washington  — 
twenty-four  hundred  M  Street  in  Washington  —  where  the  maps 
are  made,  and,  in  their  own  turn,  transmitted,  by  the  code  numbers 
on  the  teletype, 

(teletype   segues  to  facsimile  whine) 
on  the  facsimile  transmitters,  to  all  the  receiving  stations  on   the 
continent.     The    forecasters    observe    the    maps,    send    out    their 
"advisories"   .   .   . 

(sound  out) 
Voice:    (filter)    United  States  Weather  Bureau  advisory  .  .  .  Hurri- 
cane   Alice    is   building   up   east   of   the    Lesser   Antilles.     Winds 
approximately  80  miles  per  hour.    Course,  uncertain  at  this  time. 

(MUSIC:  HEAVY  CHORD  AND  RESUME  WIND  THEME  UNDER) 

Narr:  Hurricane  Alice  —  or  Bertha  —  or  Carol  —  or  Diane  —  or 
Edna.  No  matter  the  name,  save  for  the  first  letter,  which  tells  us, 
each  time,  how  many  have  gone  before.  Just  —  watch  the  winds 
from  the  aircraft;  chart  the  course  of  the  whirlwind;  transmit  the 
advisories;  send  out  the  warnings.  No  stopping  this  power.  No 
halting  the  whirlwind.  Northward  and  westward  they  track,  over 
the  sea,  curving  landward. 

(music:  spins  to  huge  cacophonous  chord.  cuts  out  sharply) 
(telegraph  key) 

Voice:  (filter)  Mexican  Red  Cross,  Mexico  City,  Mexico  .  .  .  O  T 
1306.  Amcross  receiving  reports  major  disaster  caused  by  floods 
Tampico  area  and  energetic  relief  action  your  society  and  Mexican 
Government.  Red  Cross  chapters  and  community  leaders  in  Texas 
and  elsewhere   this  country  inquiring  if  they  can   help.     Amcross 
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prepared  assist  with  relief  supplies  and  would  be  pleased  to  send 
Carlos  Patterne  who  worked  closely  with  Mexican  Red  Cross  and 
Governor  Teran  in  Nuevo  Laredo  floods  last  year.  Please  advise  if 
Amcross  can  help  with  relief  supplies  and  services  of  Patterne.  .  .  . 
Amcross. 

Narr:    (softly)   "Amcross."    American  National  Red  Cross.    You! 

(Music:    sharp,  brief  chord,   out) 

The  scenes  immediately  following  describe  the  assistance  forth- 
coming from  the  Red  Cross,  particularly  the  dispatch  of  two  experi- 
enced Red  Cross  workers,  Carlos  Patterne  and  Harris  Austin.  In 
narrative  fashion,  Austin  tells  of  the  establishment  of  an  airlift. 

Austin:  I  departed  from  Fort  Sill,  Oklahoma,  at  noon,  September  28, 
1955,  arriving  at  Harlingen  Air  Force  Base,  Texas,  on  the  after- 
noon of  September  29.  I  found  that  plans  were  under  way  to  estab- 
lish an  airlift.  Ten  thousand  pounds  each  of  rice,  beans  and  flour 
were  to  be  lifted  directly  to  Tampico  by  elements  of  the  14th  Air 
Force.  A  carload  of  cheese,  butter,  oil  and  powdered  milk  was  en 
route.  On  Saturday,  October  1,  1955,  I  boarded  the  second  plane 
loaded  with  cheese  and  went  with  it  to  Tampico. 

(Music:  resolve  progression  of  chords,  segue  to  Mexican 
theme,  and  go  behind) 

The  aid  to  the  stricken  Mexicans  has  now  been  given  the  title 
of  "Operation  Brotherhood."  Brief,  cogent  scenes  describe  the 
assistance  rendered  by  all  branches  of  the  Armed  Forces.  Then  we 
pick  up  a  bit  of  local  color  which  adds  contrast  to  the  grim  situation. 

(Music:  a  Mexican  march  in  brass  and  woodwinds,  fade  to 
bg  but  hold  under) 

(crowd  bg  with  some  laughter) 

Austin:    What's  this,  Carlos? 

Patterne:    The  "paseo,"  Cy. 

Austin:    (smile)   Educate  me,  Carlos. 

Patterne  :  This  is  —  Sunday.  Always,  on  Sunday  the  girls  —  you  see 
them  —  in  their  best  clothes,  si?  —  they  walk  around  the  square. 
The  young  men  walk  in  the  other  direction,  and  say  romantic  words 
to  their  sweethearts.    A  —  si  —  tradition. 

Austin:  (gently)  Even  with  the  water  coming  down  from  the  moun- 
tains. 

Patterne:  (quietly)  The  water  is  not  here  yet.  It  is  not  necessary 
to  disturb  the  people.    Not  yet. 

(small  burst  of  laughter,  off) 
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(Music:  surge  briefly  and  back) 

Narr:  (quietly)  Twenty-four  hours  later,  there  was  no  electricity  in 
Tampieo,  and  the  water  supply  was  cut  off. 

There  are  scenes  of  heroic  Mexicans,  such  as  the  Reverend 
Andres  Perez,  working  unceasingly  to  help  the  stricken  people.  A 
tense  moment  follows  as  the  mobs  are  angered  at  the  sight  of  soldiers 
with  rifles  when  the  hungry  people  are  crying  for  bread.  The  situa- 
tion suddenly  changes  when  an  American  duck  arrives  on  the  scene. 

Voices:  (confused)  What  is  this?  .  .  .  Americanos?  .  .  .  With  tele- 
phones on  their  backs?  .  .  .  Strange  men  .  .  .  Norte  Americano 
soldiers.  .  .  .  Telephones  .  .  .  No  rifles!  .  .  .  Telephones! 

Austin:  (off.  fading  in.  making  a  speech)  Ladies  and  gentle- 
men .  .  .  please  .  .  .  Amigos  ...  I  will  explain  .  .  . 

Woman  1 :  (can  be  heard  in  bg,  throughout,  translating 
his  words  roughly  into  Spanish.) 

Austin:  This  is  ...  a  duck.  It  is  a  truck  which  goes  on  water  as  well 
as  on  land!  The  American  Red  Cross  .  .  .  you  see  .  .  .  here,  on  my 
shoulder  .  .  .  the  sign  .  .  .  The  American  Red  Cross  ...  we  have 
brought  this  duck  and  many  like  it  .  .  .  with  the  young  men  to  drive 
them.  They  will  bring  food  into  the  city.  In  a  short  time  now  .  .  . 
there  will  be  places  all  over  the  city  where  you  will  receive  hot  food. 
At  the  street  corners,  our  friends  of  the  U.S.  Army  will  give  you 
water  that  is  safe  to  drink.  All  will  be  well!  Please  let  us  through, 
so  we  can  begin  work.  Let  us  through,  (aside)  Sergeant.  Sound 
your  horn.    Move  forward  slowly. 

Sergeant:    (grin)   Yes  sir! 

(horn,  insistently,  duck  creeps   forward) 

Man   2:    (off.    shouting)    Let  them  through!    Let  them  through. 

Woman  1 :  (off.  shouting)  These  are  good  men.  Let  them  through. 
There  is  food  on  the  duck! 

Voices:  (on  and  fading)  The  duck  ...  A  duck!  ...  A  strange  duck! 
(laughter  starts  in  the  crowd)  Good  men!  .  .  .  With  tele- 
phones .  .  .  And  food  .  .  .  !    Water  .  .  .  ! 

(heavy  applause  fades  in.    the  duck's  horn,    it  picks 

UP     SPEED.) 

And  there  is  a  touching  tribute  by  a  Mexican  waiter  in  Tampieo. 

Narr:  And  there  was  the  waiter  in  the  hotel,  who  served  the  American 
Red  Cross  personnel  in  Tampieo.  One  day,  toward  the  end  of  their 
stay,  at  lunch  time  .  .   . 

(SMALL   RESTAURANT   BG) 
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Waiter:  With  your  permission,  seniors,  I  wish  to  make  a  brief  speech. 

Patterne:    But  of  course,  senor. 

Waiter:  (pause,  clears  throat,  with  great  flourish,  to  the 
room)  Senor  as,  senors.  Permit  me  to  say  ...  I  have  been  a 
waiter  for  forty  years.  All  my  life,  I  have  served  the  dinners.  Here, 
in  this  hotel,  have  come  the  turistas  ...  of  many  nations.  Very 
many  are  not  with  the  courtesy  of  Mexicans.  Many  are  inconsider- 
ate, ill-bred.  When  the  Norte  Americanos  came  to  Tampico  in  this 
bad  time,  I  expect  they  will  be  the  same.  I  must  now  .  .  .  apologize. 
The  distinguished  members  of  the  United  States  Army  and  the 
American  Red  Cross,  whom  it  has  been  my  honor  to  serve,  are 
muy  simpatico.  Si,  muy  simpatico.  They  are  modest,  hard-working 
men  who  demand  nothing.  Nothing.  The  great  generosity  of  the 
people  of  North  America  who  have  sent  these  gentlemen  to  us  in 
our  time  of  trouble,  will  never  be  forgotten,  (fading)  They  have 
shared  the  suffering  and  made  it  easy.   They  are  .  .  .  God  Bless.  .  .  . 

The  documentary  ends  with  a  scene  at  the  Tampico  airport  as 
the  natives  shout  their  thanks  to  their  benefactors. 

Narr:  No  wonder  then  ...  six  thousand  people  jamming  the  airport,  to 
make  their  farewells,  as  the  band  played  "La  Golondrina"  .  .  .  the 
song  of  parting  ...  as  hands  were  clasped,  and  the  last  "abrazo" 
was  given.  No  wonder  then  .  .  .  that  you  may  feel  that  you  were 
there,  indeed  .  .  .  that  you  had  been  there  when  you  were  needed 
most  .  .  .  that  true  friends  had  been  made  in  your  name.  No 
wonder  then,  that  all  Harris  Austin  could  say,  as  the  airplane 
lifted  from  the  runway,  was  .  .  . 

Austin:  (echo,  deeply  moved)  Well  .  .  .  Operation  Brotherhood 
now  is  history! 

(Music:    swells  to  curtain) 
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Children' s    programs 
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If  there  is  any  one 
issue  which  is  bound  to  arouse  controversy,  it  is  the  effect  of  television 
programs  on  children.  There  is  wide  disagreement  on  whether  tele- 
vision viewing  is  detrimental  or  beneficial  to  the  child.  Educators, 
social  workers,  parents,  child  psychologists,  all  have  varying  opinions. 
The  only  safe  view,  it  appears  to  us,  is  to  admit  that  television  has  its 
faults  and  its  benefits.  If  this  sounds  like  fence-straddling,  the  reader 
is  referred  to  the  many  articles  written  on  television  and  the  child. 
He  will  find  therein  all  shades  of  opinions.  However,  there  is  com- 
mon agreement  on  one  point:  television  does  influence  the  child. 

In  the  previously  quoted  article  from  U.S.  News  and  World 
Report,  there  is  a  section  on  "TV  and  the  Child."  "Most  studies  of 
TV  habits,"  the  article  states,  "agree  that  the  average  youngster 
spends  from  20  to  30  hours  a  week  in  front  of  a  television  set  while 
he  is  between  7  and  13  years  of  age."  That  is  about  as  much  time  as 
the  average  child  spends  in  school  in  full  time  sessions.  Little  won- 
der why  parents  and  educators  are  disturbed  about  the  magnetism 
of  the  home  screen. 

If  we  were  to  attempt  any  sort  of  tabulation  of  effects,  we  might 
discover  the  following: 

Detriments:    Less  active  piay; 
Less  reading; 
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Less  creative  work; 
Less  group  activity; 
More  emotional  disturbance. 
Benefits:  More  knowledge  of  the  world  geographically; 

5     Understanding  of  various  peoples  and  their  cultures; 
Favorable  attitudes  toward  others; 
Increased  vocabulary; 
Learning  games  and  skills; 
Mental  stimulation. 

Any  one  of  these  categories  is  arguable  —  "Less  reading,"  for 
instance.  Nancy  Larrick,  .Education  Director  for  Random  House 
Children's  Books,  reported  in  a  newspaper  article  that  television  has 
actually  produced  an  upsurge  in  children's  reading.  She  pointed  out 
that  when  Walt  Disney  presented  his  Davy  Crockett  series  on  "Dis- 
neyland," "libraries  and  bookshops  were  swept  bare  and  publishers 
fell  over  themselves  reprmting~FrT6rr-©kL- titles-about  Davy  Crockett 
or  bringing  out  new  ones."  Even  the  weather  reports  have  been  in- 
fluential in  fostering  reading.  They  have  boosted  to  the  best  seller 
lists  books  for  children  and  teen-agers  such  as  "Everybody's  Weather," 
"Hurricanes  and  Twisters,"  "Everyday  Weather  and  How  It  Works," 
etc.  Miss  LarricTs^arTicte"  concluded^  "UncjLjt  child's  curiosity  has 
been  aroused" by  televisionThe  fmdsjt^yery  satisfying  to  turn  to  a  book 
whicfiean  say  so  much  more." 

The  fact  is  that  children  do  a  tremendous  amount  of  viewing 
and  since  they  are  especially  impressionable,  children's  programs  are 
extremely  important. 

We  have  been  using  the  term  "children's  programs."  It  would 
be  more  accurate  to  state,  "programs  children  watch."  Broadly,  there 
are  programs  which  appeal  both  to  the  adult  and  the  child  and  there 
are  programs  specifically  geared  to  children.  Of  the  first  category, 
"Disneyland"  is  an  outstanding  example.  In  the  latter  category,  there 
is  a  breakdown  according  to  age  group:  programs  for  pre-school  age 
children^elementary  school  children  and  teen-agers.  These^ include 
such  programs _^s_  "Ding  Dong  School,"  "Mr.  Wizard,"  "Captain 
Kangaroo,"  "Mickey  Mouse  Club,"  and  "Zoo  Parade,"  all  of  which 
provide  a  wealth  of  information  for  children  and  which  have  been 
highly  commended.  Many  of  these  programs  are  of  an  extempo- 
raneous nature  and  are  not  scripted.  But  the  school  age  child  also 
watches  crime  dramas,  situation  comedies,  western  movies,  and  many 
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dramas  their  parents  watch  depending  on  how  late  the  children  are 
permitted  to  stay  up. 


CONTROVERSIAL    CRIME    PROGRAMS 

Much  of  the  con- 
troversy about  children's  programs  centers  around  the  crime  pro- 
grams. Every  crime  program  is  expected  to  follow  the  precepts  of 
the  Television  Code:  crime  does  not  pay;  the  forces  of  good  always 
triumph  over  the  machinations  of  evil;  the  law  is  upheld. 

No  one  disputes  the  fact  that  programs  like  "Dragnet"  and  "The 
Lineup"  portray  the  excellent  work  of  our  police  departments  in  pre- 
venting and  ferreting  out  crime.  But  the  argument  against  many 
crime  programs  is  that  they  are  much  too  detailed  concerning 
methods  of  committing  a  crime  and  often  motivate  emulation  on  the 
part  of  juvenile  viewers  and  listeners.  Indeed,  the  inventiveness  of 
the  crime  writer  is  startlingly  fertile. 

There  have  been  instances,  recorded  in  the  newspapers,  where 
some  juvenile  miscreants  have  admitted  they  were  influenced  by  a 
television  program.  However,  some  psychologists  support  the  theory 
that  crime  programs,  if  at  all  injurious,  affect  only  those  youngsters 
who  are  maladjusted,  either  mentally  or  socially.  Poor  home  en- 
vironment, lack  of  recreational  activities,  inadequate  schooling,  lack 
of  religious  influence,  may  be  some  of  the  causes  that  lead  to  juvenile 
delinquency.  Slum  areas  are  prone  to  breed  crime.  But  juvenile  de- 
linquents come  also  from  homes  which  are  economically  stable.  The 
chances  are,  however,  that  those  homes  are  socially  unstable.  A 
youngster  with  the  proper  home  environment,  with  the  love  of  his 
parents,  with  sufficient  recreational  outlets  will  seldom  resort  to 
crime.  Viewing  crime  programs  will  have  little  effect  on  him,  except 
as  a  form  of  entertainment,  and,  as  these  child  psychologists  have 
held,  as  a  vicarious  outlet. 

Other  authorities,  such  as  psychiatrist  Isadore  Ziferstein,  writ- 
ing in  the  Journal  of  the  Association  for  Education  by  Radio-Tele- 
vision (AERT),  believe  that  the  great  number  of  crime  programs  on 
the  airwaves  is  detrimental  to  children.  "This  large  and  overwhelm- 
ing dosage  of  violence,"  states  Dr.  Ziferstein,  "rather  than  produce 
a  release  of  emotions,  results  in  an  increase  of  tension  and  anxiety. 
This  is  most  obvious  in  five  and  six  year  olds  and  in  children  who  are 
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already  moderately  disturbed,  taking  the  form  of  fears,  nightmares, 
disturbed  sleep,  and  appetite  disturbances.  In  children  who  are  bor- 
derline psychopaths,  these  programs  may  precipitate  them  over  the 
border  into  overt  delinquent  behavior.  In  the  large  majority  of  older 
children  who  are  relatively  healthy  the  effects  are  not  obvious  or 
immediate.  They  are  subtle  and  long  range." 

As  in  every  life  activity,  there  is  a  danger  in  excess.  That,  it 
seems  to  us,  is  the  crux  of  the  problem  as  it  concerns  television  view- 
ing by  children.  Many  parents  have  acquired  a  tendency  to  utilize 
the  television  set  as  a  new-fangled  baby-sitter.  Not  enough  effort  is 
made  to  guide  the  child  along  the  route  of  more  active  endeavors,  to 
have  more  planned  family  activities,  to  get  the  child  to  read  more. 
It  is  much  the  easiest  way  out  to  get  little  Willie  off  a  harassed 
mother's  hands  by  having  him  park  for  hours  in  front  of  the  TV 
screen. 

But  lest  the  impression  be  gained  that  the  onus  is  entirely  on  the 
parents  —  heaven  knows  how  many  sins  of  omission  and  commis- 
sion have  been  fastened  on  parents  —  the  writer  must  come  in  for 
his  share  of  criticism.  Ideally,  the  writer  might  use  as  a  guide  this 
question :  is  this  the  sort  of  program  I'd  want  my  child  to  watch?  Too 
often  a  compromise  is  made  between  conscience  and  pocketbook. 
The  writer  may  know  what  he  wants  to  write  but  more  often  he  is 
forced  to  write  what  the  producer,  agency  or  network  believes  will 
attract  and  hold  an  audience.  Blood  and  thunder  is  an  old  reliable. 
Count  the  corpses  in  a  week's  video  and  radio  dramas.  Enough  to 
keep  the  nation's  morgues  bulging! 

The  program  producers  insist  they  are  giving  the  public  what 
it  wants,  whether  that  public  is  adult  or  juvenile.  As  long  as  a  pro- 
gram retains  a  high  rating,  it  will  remain  on  the  air.  But  the  public, 
except  in  a  few  instances,  is  evidently  unaware  of  its  power.  A 
wholesome  family-appeal  program  such  as  "Father  Knows  Best"  was 
threatened  with  cancellation  but  the  combined  protests  of  viewers 
and  TV  columnists  kept  it  on  the  airwaves.  Very  well  then,  it  is  true 
that  the  public  may  get  what  it  wants.  The  writer,  if  he  has  not  been 
reduced  to  the  status  of  out-and-out  hack,  will  welcome  the  oppor- 
tunity to  write  finer,  more  creative  programs,  but  he  must  have  the 
support  of  the  audience. 

It  is  doubtful  whether  the  crime  writer  is  afflicted  with  a  guilt 
complex  and  spends  weekly  sessions  on  the  psychoanalyst's  couch. 
He  knows  that  the  crime  story  has  long  been  accepted  as  a  part  of 
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our  literature,  ever  since  Edgar  Allan  Poe  brought  a  new  type  of 
writing  to  the  American  scene.  He  knows,  too,  that  many  of  the  mys- 
tery and  suspense  programs  he  writes  are  mild  and  innocuous  com- 
pared to  many  of  the  so-called  fairy  stories  that  almost  every  child 
reads  or  has  read  to  him.  No  continuity  acceptance  department 
would  permit  such  scenes  of  sadism  and  brutality  on  any  crime  pro- 
gram that  appear  in  many  of  Grimm's  Fairy  Tales. 

Let  us  examine  two  famous  classics,  "Cinderella"  and  "Hansel 
and  Gretel."  This  is  how  "Cinderella"  concludes : 

"As  the  bridal  party  was  going  to  the  church,  the  elder  [sister] 
was  on  the  right  side,  the  younger  on  the  left,  and  the  doves  picked 
out  one  of  the  eyes  of  each  of  them.  Afterwards  when  they  were 
coming  out  of  the  church,  the  elder  was  on  the  left,  the  younger  on 
the  right,  and  the  doves  picked  out  the  other  eye  of  each  of  them. 
And  so  for  their  wickedness  and  falseness  they  were  punished  with 
blindness  for  the  rest  of  their  days." 

That  is  a  scene  which  the  television  version  of  "Cinderella" 
never  included! 

And  from  "Hansel  and  Gretel": 

"Although  the  old  woman  appeared  to  be  so  friendly,  she  was 
really  a  wicked  old  witch  who  was  on  the  watch  for  children,  and 
she  had  built  the  bread  house  on  purpose  to  lure  them  to  her.  When- 
ever she  could  get  a  child  in  her  clutches  she  cooked  it  and  ate  it,  and 
considered  it  a  grand  feast." 

Later  on  in  the  story: 

"She  [the  witch]  hobbled  up  and  stuck  her  head  in  the  oven. 
But  Gretel  gave  her  a  push  which  sent  the  witch  right  in,  and  then 
she  banged  the  door  and  bolted  it. 

"  'Oh!  Oh!'  the  witch  began  to  howl  horribly.  But  Gretel  ran 
away  and  left  the  wicked  witch  to  perish  miserably." 

Is  it  conceivable  that  any  television  script  writer  could  insert  a 
scene  in  his  script  of  an  old  woman  being  pushed  into  an  oven  and 
have  it  presented  on  the  air?  Definitely  not. 

The  point  is  that  wise  parents  will  certainly  not  bring  up  their 
children  on  a  steady  diet  of  fairy  stories.  Nor  should  they  permit 
their  children  to  watch  a  steady  stream  of  crime  stories.  As  there  is 
a  great  variety  of  books,  so  there  is  a  great  variety  of  television  pro- 
grams, some  of  which  may  help  to  inform  and  enlighten  the  growing 
youngster. 
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FACTORS    FOR    MAINTAINING    INTEREST 

The  most  popular 
children's  programs  on  television  generally  include  three  basic 
elements: 

1 .  A  strong  story; 

2.  Constant  action; 

3.  Personal  identification. 

These  elements  characterize  such  programs  as  "Lassie,"  "My 
Friend  Flicka,"  "Rin  Tin-Tin,"  "Fury,"  and  "Circus  Boy."  All  of 
these  programs  are  strong  on  plot,  move  forward  swiftly  from  crisis 
to  crisis,  and  one  of  the  main  characters  is  a  youngster  with  whom 
the  child  viewer  may  identify  himself.  Note  also  that  in  four  of  the 
children's  programs  we  have  mentioned,  the  title  character  is  an  ani- 
mal. Children  love  pets  and  often  have  strong  attachments  to  a  dog, 
or  if  they  are  in  rural  areas,  to  both  a  horse  and  a  dog. 

Children  are  normally  hero  worshippers.  They  look  upon  their 
parents  as  towers  of  strength.  You  have  often  heard  a  child  remark: 
"My  Pop  can  do  anything!"  That  hero  worship  is  carried,  empath- 
ically,  to  his  television  viewing.  The  child  in  the  story  has  a  father, 
a  guardian,  a  friend  who  performs  heroically  and  who  always  wins 
out  in  the  end. 

Morally,  children's  programs  always  demonstrate  the  triumph 
of  good  over  evil.  The  child  at  home,  in  school  and  in  church  has 
been  taught  this  precept.  He  expects  it  and  he  must  never  be  disap- 
pointed. With  his  very  vivid  imagination,  he  becomes  part  of  the 
play  he  is  watching.  It  is  a  living  thing  to  him.  And  is  not  the  art 
of  playwriting  the  ability  to  create  an  atmosphere  of  verisimilitude? 


THE    IDEAL 

Surely,  the  ideal 
children's  program  would  be  one  that  combines  sufficient  action  to 
hold  the  child's  attention  and  sufficient  information  to  stimulate  him 
for  the  good.  Disney's  remarkable  films  of  the  animal,  the  insect  and 
the  flower  world  are  as  close  to  the  ideal  as  we  can  get.   They  are  so 
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far  above  the  general  run  of  television  film  fare  that  they  must  be 
considered  in  a  class  by  themselves.   Their  appeal  is  universal. 


"MICKEY    MOUSE    CLUB" 

When  Walt  Disney 
was  asked  to  produce  a  television  series  specifically  for  children,  the 
result  was  the  "Mickey  Mouse  Club,"  presented  daily  on  the  ABC 
network.  The  nation's  radio  and  television  critics  voted  it  the  best 
children's  program  for  1956.  It  is  a  happy  admixture  of  songs, 
dances,  games  and  educational  films.  The  Disney  organization  has 
been  kind  enough  to  grant  us  permission  for  the  reproduction  of  one 
of  their  typical  shooting  scripts.  It  is  called  "Fun  with  Music"  and 
presents  "Basketballet,"  a  clever  and  frolicking  juxtaposition  of  bas- 
ketball and  ballet  dancing.  In  the  "Eileen"  sequence  that  follows 
"Basketballet,"  note  how  the  children  are  introduced  to  classical 
music.  The  children  viewing  the  program  will  react  sympathetically 
to  the  applause  of  the  basketball  players  and  the  ballet  dancers  at 
the  conclusion  of  Eileen's  playing. 

(The  format  of  this  script  is  also  typical  of  video  film  scripts 
and  should  sewe  as  a  guide  to  the  writer.  Note  the  numbering  of 
shots,  single  spacing,  and  use  of  lower  case  for  stage  directions.') 

Mickey  Mouse  Club   TV  Show 
Fun  With   Music  —  Prod.   8206-083 
"Basketballet  &  Eileen   Show" 
Larry  Orenstein/Sid  Miller/ 
Tom  Mahoney  — 

Part  i 

Fade  in: 

1.  int,  one    end    stylized    gym  med.    shot  five    girls 

(Doreen,  Darlene,  Sharon,  Margene,  Cheryl) 

There  is  a  suggestion  of  high  large  grilled  windows  in  the  bg. 
Basket  and  board  hang  from  what  appears  to  be  an  overhanging 
balcony.  Area  in  front  of  basket  is  taped  to  resemble  basketball 
court.  The  five  girls  in  ballet  costumes  are  practicing  a  ballet  step, 
as  Eileen  accompanies  them  on  the  old  beat  up  upright  piano, 
which  is  off  to  one  side.    Music:  a  few  bars  of  the  waltz,  "High 
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School  Romance."  The  phrase  comes  to  a  conclusion,  and  the  girls 
hold  a  pose  with  their  arms  extended. 

Suddenly  a  basketball  is  bounced  into  the  outstretched  hands  of  the 
lead  girl  (Doreen).  Immediately  o.s.  voices  of  boys  in  high  excite- 
ment, ad  libbing:  "Okay,  Bobby,"  "Come  on  Lonnie,  let's  go," 
"Come  on  guys,  let's  get  a  little  pep  into  it,"  etc. 

Music  segues  immediately  into  high  school  rouser  type  song. 
Bobby,  Lonnie,  Larry,  J.J.,  Dennis,  come  running  out  onto  the 
court  from  the  direction  presumably  of  the  locker  room,  bouncing 
basketballs,  jumping,  etc.   Cubby  is  with  them  as  mascot. 

Bobby 

(stopping  boys' 
activity) 
Hold  it  fellows  — 

(takes   ball  from 
Doreen,  passes   it. 
—  To  girls') 
What  are  you  doing  here? 
We're  scheduled  to  practice 
today! 

Doreen 
What  are  you  doing  here? 
We're  scheduled  to  rehearse 
today! 

Bobby 
But  —  we've  got  a  game  Friday! 

Doreen 
We've  got  a  show  Friday! 

Cubby  leaves  group  and  goes  over  to  piano  with  Eileen.   The  basket- 
ball players  are  on  one  side,  ballet  dancers  on  the  other. 
Music:   bell  tone.    The  two  groups  sing  "The  Problem." 

2.  Basketball  Players  &  Ballet  Dancers 

Boys 
we  gotta  practice  shots ! 

Girls 
we  gotta   learn  gavottes ! 

special   types  446 


Boys 
(to  girls') 
we've  got  a  game  in  a  couple  o'  days! 

Girls 
(to  boys) 
we've  gotta  practice  tour  jetes! 

4  bar  fill,  during  which  two  groups  walk  away  from   camera. 
They  stop,  boys  huddle,  girls  lean  over  trying  to  overhear. 

Boys 
(to  each  other) 
we  can't  practice  for  any  games, 
tripping  over  the  dancing  dames! 

(to  girls) 
we're  askin'  you  politely, 
won't  you  kindly  go? 

Both  groups  are  back  up  front,  they  stop. 

Girls 
we  won't  leave  and  rightly, 
we  must  rehearse  our  show! 


They 

turn 

backs  to 
it's 

each  i 

A 

Boys 

3  ther. 
All 

problem! 

! 

Boys 
problem! 


Boys 
problem! 


Boys 
problem! 


Girls 
problem! 


Girls 
problem! 


Girls 
problem! 
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Girls 
problem! 

All 
(fo  audience) 
we're  askin'  every  boy  and  every  miss! 

Boys 
problem! 

Girls 
problem! 

Boys 
problem! 

Girls 
problem! 

Boys 
problem! 


Girls 


Boys 
problem! 


problem! 


Girls 
problem! 


All 
(to  audience) 
'd'jever  see  a  problem  tough  as  this? 

Boys  and  girls  face  each  other  and  sing  Fugue  simultaneously: 


Girls 
(practicing  steps') 

WE  MUST  

TRY  OUR  

GRANDE  JETES 

WE  MUST  

practice  our  

plies! 

4    BAR    fill. 


Boys 
Qeach  going  behind  girl) 
WE  refuse  to  give  an  ounce  — 

WE    GOTTA    HAVE    SOME    ROOM    TO 

BOUNCE  

WE  ARE  RIGHT,    RIGHT,    RIGHT.' 

WE    GOT    A    BIG    GAME    COMIn'    UP  

WE    GOTTA    WIN    THE    LOVIN'    CUP  

WE    MUST  FIGHT,    FIGHT,    FIGHT.' 
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4    BAR    fill. 

3.  Boys 

in  huddle. 


4.  Girls 

in  huddle. 


5.  Boys 


6.  Girls 


Boys 
we  gotta  have   the  gym ! 

Girls 
(pose) 
we  gotta   stretch  our  limb! 

Boys 
we  gotta  stay  and  practice  dribbling! 

Girls 
please  go  'way  and  stop  your  quibbling! 


Boys 

(to  each   other) 

WE   CANT   PLAY   WITH   THE   GIRLS    ON   THE   COURT! 

CUT    TO: 


Girls 

(to  each  other) 

WE  CAN'T  DANCE  WHILE  THE  BOYS  CAVORT! 

CUT   to: 

Boys 
(to  girls') 
girls,  we've  made  our  mind  up, 
we're  here  and  gonna  stay! 

cut  to: 

Girls 
(to  boys') 
fine,  and  here's  the  wind  up: 
watch  us  do  ballet! 


7.  Med.  shot  —  Boys  and  Girls 

All 
it's  a  — 

Boys 
problem! 
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Boys 
problem! 


Boys 
problem! 


Boys 
problem! 


Girls 
problem! 


Girls 
problem! 


Girls 
problem! 


Girls 
problem! 


All 
we're  askin'  every  boy  and  every  miss 

Boys 


problem 


Boys 
problem! 


Boys 
problem! 


Boys 
problem! 


Girls 
problem! 


Girls 
problem! 

Girls 
problem! 


Girls 
problem! 


All 

'd'jever  see  a  problem  tough  as  this? 

Boys  and  girls  sing  Fugue  simultaneously  as  before: 


Girls 
we  —  must  — 

TRY  OUR  

GRANDE  JETES 

WE  MUST  
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Boys 

we  refuse  to  give  an  ounce  

we  gotta  have  some  room  to  bounce 
we  are  right,  right,  right! 

we  got  a  big  game  comin'  up  
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PRACTICE  OUR  WE    GOTTA    WIN    THE    LOVIN     CUP! 

PLIES!  WE  MUST  FIGHT,    FIGHT,    FIGHT! 

Music  into  intro  of  "The  Problem." 

8.  Med.   shot  —  Basketballet 

As  it  progresses,  it  becomes  a  mixup  in  which  the  boys  and  girls 
simultaneously  try  to  dance  and  play  basketball  in  the  same  area. 
It  builds  to  a  mixup  finish,  with  the  boys  doing  ballet,  and  the 
girls  playing  basketball,   triumphantly. 

Fade  out  : 
Commercial 

Part  II 

Fade  in: 

9.  Int.  gym  (as  before)  —  med.  shot  —  players  and  dancers 

Music  of  the  Basketball  Ballet  has  just  come  to  a  conclusion.  There 
is  excitement  and  ad  lib  voices:  "Gee  that  was  great!",  "See  you  at 
the  game  Friday,"  "See  you  at  the  show,"  etc.  ...  As  they  exit, 
camera  pushes  in  to  med.  shot  of  Eileen  and  Cubby.  Eileen  is 
still  sitting  on  the  piano  bench.  Cubby  is  leaning  against  the  piano. 
As  the  excited  voices  die  away  o.s.,  Eileen  looks  up,  sees  Cubby. 

Eileen 
Aren't  you  going  to  be  in 
the   game  Friday? 

Cubby 

Naw   .   .   .  I'm  just  a  substitute. 
Are  you  going  to  be  in  the  show 
Friday? 

Eileen 
I  —  I  don't  think  so. 

Cubby 
But  you  play  piano  real 
good! 

Eileen 
Thanks  —  but  the  kids  like 
jazz,   and  —  I  only  play 
the  classics. 

Cubby 
Oh.    —  Say,  why  don't  you 
learn  to  play  jazz?     I'm 

CHILDREN'S     PROGRAMS  45] 


a  drummer,  and  we  could 
play  together! 

Eileen 
(brightening) 
Could  we?    That's  a  wonderful 
idea,  Cubby! 

Voice  (o.s.) 
Come  on,  Cubby! 

Cubby 
(to  o.s.  player) 
Okay  —  okay!   —  See  you 
later,  Eileen. 

Che  leaves') 

Eileen 
(watching  him  go) 
S'long,  Cubby. 

She  quickly  turns  around  at  the  piano  and  plays  a  few  bars  of  what 
she  intends  to  be  a  great  boogie  woogie.  Somehow  the  left  hand 
doesn't  care  what  the  right  hand  is  doing. 

It  doesn't  sound  right  to  her.  She  stops  playing.  Still  thinking  of 
Cubby,  she  realizes  that  he'll  have  to  like  her  as  she  is.  She  starts 
playing  her  favorite  classical  selection,  "For  Elise"  by  Beethoven. 

As  she  becomes  lost  in  the  mood  of  the  piece,  camera  pushes  in 
to  her  hands. 

Match  dissolve  to: 

10.  Close  shot  —  Eileen's  hands 

playing  continuation  of  "For  Elise."  camera  pulls  back  revealing 
Eileen  in  a  formal,  playing  a  concert  grand  piano.  The  set  is  still 
the  Gym,  but  now  the  lighting  reveals  it  to  be  a  very  enchanting 
place,  camera  pushes  in  to  close  shot  of  Eileen's  hands  for 
final  notes  of  concert,    o.s.  applause  and  cheers  are  heard  as  we 

Match  dissolve  to: 

11.  Close  shot  —  Eileen's  hands 

on  keyboard  of  beat  up  upright  piano,  lighting,  etc.  is  the  same 
as  in  the  opening  Gym  shot,  applause  and  cheers  continue,  as  we 

Cut   to: 
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12.  Basketball  Players  &  Ballet  Dancers 

who  have  been  listening  o.s.  They  press  in  to  congratulate  Eileen. 
camera  pushes  in  to  three  shot  as  the  kids  ad  lib  their  excited 
reactions  to  her  playing. 

Doreen 
Eileen,  we  want  you  on  the 
show,  Friday! 

Cubby  comes  over  and  gives  Eileen  the  "okay"  sign,  and  shakes  her 
hand  in  congratulations. 

Girl 
And  please  play  that  same 
number!   You're  great! 

Bobby 
And   Cubby  —  in   the  game 
this  Friday,  you  start  at 
center! 

Eileen  gives  Cubby  the  "okay"  sign  and  shakes  hands  with  him,  as 
the  kids  react  with  unbounded  enthusiasm,  camera  pushes  in  to 
tight  two  shot  of  Eileen's  and  Cubby's  beaming  faces,  and  Cubby 
does  a  double  take,    and  faints. 

Fade   out. 
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The  drama  of  tele- 
vision does  not  lie  entirely  in  the  play.  There  is  an  extensive  new 
field  opening  and  its  possibilities  are  indeed  limitless.  We  have  ac- 
cepted television  as  an  unparalleled  medium  of  entertainment  and  of 
information.    It  is  now  also  becoming  an  instrument  of  education. 

When,  in  1952,  the  Federal  Communications  Commission  re- 
served a  part  of  the  broadcasting  spectrum  for  educational  television 
stations,  the  door  was  opened  for  pioneering,  for  experimentation, 
and  for  a  new  fulfillment.  Now  we  know  this  may  sound  overly  op- 
timistic. But  as  the  October  1956  report  of  the  Joint  Council  on  Ed- 
ucational Television  (JCET)  observes:  "While  the  full  utilization  of 
reserved  television  channels  by  no  means  has  as  yet  been  realized, 
what  has  already  happened  represents  one  of  the  greatest  achieve- 
ments in  the  history  of  American  education." 

There  have  been  258  channels  reserved  for  educational  use, 
largely  in  Ultra-High  Frequency  (UHF)  channels.  As  of  this  writ- 
ing, twenty-three  educational  television  stations  are  now  on  the  air 
and  eight  stations  under  construction.  This  is  a  promising  figure 
when  we  consider  the  high  cost  of  constructing  television  transmitters 
and  studios  and  the  expense  of  the  equipment.   The  problem  of  finan- 
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cing  these  stations  is  a  formidable  one  since  by  regulation  they  must 
be  operated  on  a  non-profit  basis.  But  the  JCET  reports  that  during 
the  past  four  years,  educational  stations  have  received  more  than 
$40,000,000  from  both  public  and  private  interests.  In  addition, 
more  than  thirty  states  have  appointed  commissions  to  report  on  the 
use  of  educational  channels. 


EDUCATION    ON    TELEVISION 

Why  special  edu- 
cational television  stations?  There  are,  of  course,  programs  which  we 
may  classify  as  educational  on  the  networks. 

"Omnibus"  produces  many  excellent  cultural  features.  The 
documentary  series  on  the  Federal  Constitution  with  the  vibrant  com- 
mentary of  Joseph  Welch,  the  dramatic  events  in  the  life  of  Abraham 
Lincoln,  the  brilliant  discourses  by  Leonard  Bernstein  on  the  nature 
of  jazz,  the  classics  and  musical  comedy  —  all  this  is  television  of  a 
very  high  order.  On  a  comparable  scale  was  "The  Search,"  produced 
by  CBS,  a  26-week  series  dealing  with  vital  research  projects  in  prog- 
ress at  the  country's  leading  universities.  And  NBC's  "Wide,  Wide 
World,"  as  its  title  implies,  is  literally  broadening  our  horizons. 

Many  stations  have  Educational  Directors.  There  are  also  in- 
stances of  college  professors  scheduled  on  commercial  stations  for 
courses  of  instruction,  an  outstanding  example  of  which  is  "Shake- 
speare on  TV,"  a  course  of  televised  lectures  by  Dr.  Frank  C.  Baxter, 
Professor  of  English  at  the  University  of  Southern  California.  These 
programs  were  begun  on  Station  KNXT  in  Los  Angeles  and  received 
such  wide  acclaim  that  they  were  carried  by  the  CBS  network.  As  a 
result,  Dr.  Baxter  has  been  called  upon  for  other  educational  efforts, 
notably,  as  narrator  for  the  Bell  Telephone  Company's  enlightening 
documentary,  "Our  Mr.  Sun." 

The  recent  report,  prepared  by  a  staff  member  of  the  U.S.  Office 
of  Education  and  published  by  NARTB,  shows  the  extent  to  which 
commercial  stations  are  cooperating  with  local  educators.  Some  531 
programs  were  presented  during  the  1956  school  year  in  144  cities 
over  198  local  TV  stations. 

We  can  only  hope  that  with  the  educational  level  of  the  country 
steadily  rising,  the  audience  for  educational  programs  will  increase. 
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Nevertheless,  commercial  stations  depending  on  advertising  revenue 
for  their  existence  must,  perforce,  present  programs  which  have  a 
large  mass  appeal.  These  programs  must  be  scheduled  at  an  optimum 
time  which  means  that  non-revenue  programs  are  scheduled,  gener- 
ally, at  non-saleable  times  or  when  the  least  audience  is  available. 
There  is  little  point  in  presenting  an  adult  education  program  at 
eight  o'clock  Sunday  morning.  Also,  full  commercial  schedules  pre- 
vent stations  from  devoting  any  substantial  amount  of  time  to  truly 
educational  programs.  Therefore,  in  order  to  present  any  kind  of 
concrete  and  continuous  programming,  it  is  imperative  that  special 
channels  be  made  available  to  educational  television. 

Today,  educational  television  stations  are  providing  a  wide 
variety  of  programs:  adult  education  series,  college  courses  for  credit, 
children's  programs,  cultural  improvement  programs  designed  to  stim- 
ulate the  reading  of  good  books  and  to  enhance  public  interest  in 
museums,  art  galleries,  parks  and  gardens,  good  music,  fine  drama 
and  similar  subjects. 

Unlike  the  commercial  networks,  which  are  highly  competitive, 
and  whose  program  ideas  are  labeled  top  secret  while  in  the  con- 
ceptual stage,  the  educational  stations  are  anxious  to  help  each  other 
and  to  exchange  ideas  and  programs.  Through  the  facilities  of  the 
Educational  Television  and  Radio  Center  in  Ann  Arbor,  Michigan, 
programs  developed  by  educational  stations  are  made  available  for 
national  distribution.  Recently,  the  Ford  Foundation  gave  the  Cen- 
ter a  grant  of  S6, 000, 000  to  expand  its  program  service.  At  this 
writing,  the  Center  has  developed  or  acquired  more  than  one  hundred 
series  totaling  more  than  1200  television  programs.  And  so,  instead 
of  exclusivity,  there  is  wholehearted  cooperation. 

A  most  exemplary  decision  was  revealed  by  NBC  at  its  thirtieth 
anniversary  celebration  in  Florida.  The  network  stated  it  was  going  to 
produce  a  special  series  of  programs  for  educational  TV  stations,  to 
encompass  the  fields  of  mathematics,  music,  government,  literature, 
world  geography  and  economics. 

The  first  of  these  educational  programs  was  on  the  subject  of 
American  literature,  and  featured  Walter  D.  Edmonds'  novel,  Drums 
Along  the  Mohawk.  Mr.  Edmonds  read  a  selection  from  his  book  and 
several  scenes  were  acted  out  by  a  stellar  cast,  including  Julie  Harris, 
James  Daly  and  Ed  Begley.  The  lecturer  on  this  initial  program  was 
Dr.  Albert  B.  Van  Nostrand,  Associate  Professor  of  English  at  Brown 
University.  This  NBC  series,  produced  in  cooperation  with  the  Edu- 
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cational  TV  and  Radio  Center,  is  fed  live  to  the  educational  network 
daily  at  6:  30  to  7:00  p.m.  It  is  presented  in  13-week  segments  and 
is  an  invaluable  contribution  to  educational  television. 

The  writer  should  find  educational  television  a  true  challenge. 
He  will  have  to  combine  the  intellectuality  of  scholarship  with  the 
showmanship  of  entertainment.  It  is  not  by  any  means  a  simple  task 
but  it  is  always  a  stimulating  one.  In  helping  to  create  programs,  he 
may  be  working  more  with  ideas  than  scripts,  for  he  is  apt  to  find 
himself  a  combined  writer-producer-director.  Many  of  his  programs 
will  be  aimed  at  a  very  specific  audience  to  meet  the  needs  of  particu- 
lar age  groups.  Assuredly,  he  will  discover  that  there  is  room  for  ex- 
perimentation, much  of  which  will  depend  on  his  own  ingenuity  in 
overcoming  the  obstacles  of  budgetary  limitations. 

What  we  have  been  discussing  briefly,  thus  far,  in  relation  to 
programming  may  be  termed  education  on  television.  Now,  suppose 
we  examine  education  by  television,  or  television  as  a  teaching  tool. 
Here,  too,  the  writer  plays  his  part. 


EDUCATION    BY    TELEVISION 

There  has  been  so 
much  said  and  written  about  the  shortage  of  teachers  that  by  now 
any  thinking  person  must  be  aware  that  we  are  faced  with  an  over- 
whelming problem.  Skyrocketing  school  enrollment  is  intensifying 
the  shortage  and  unless  there  is  a  concerted  recruiting  campaign,  we 
are  going  to  find  ourselves  either  limiting  education  or  increasing  our 
already  overcrowded  classrooms.  Colleges  may  feel  justified  in  rais- 
ing their  requirements  to  limit  enrollments  but  it  is  manifestly  unfair 
to  deny  educational  facilities  to  those  who  desire  it.  The  point  has 
been  raised  that  not  everybody  needs  a  college  education  anyway.  But 
this  may  result  in  a  denial  of  opportunity.  Business  has  steadily 
raised  its  employment  requirements  so  that  over  the  years  a  high 
school  education  is  practically  mandatory  and  many  firms  today  re- 
quire their  employees  to  have  college  degrees.  The  standards  are 
bound  to  rise. 

In  any  event,  elementary  education  is  compulsory  and  it  is  in 
the  elementary  schools  that  the  teacher  shortage  is  most  acute.  It  is 
our  not  very  original  opinion  that  bringing  teachers'  salaries  up  to  the 
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level  of  bricklayers  and  truck  drivers  would  do  much  to  alleviate  the 
situation.  However,  since  this  entails  higher  taxes  .  .  .  unless  some 
bright  young  economist  has  meantime  discovered  an  alternative 
method  .  .  .  the  question  of  teacher  pay  will  always  involve  a  long 
drawn-out  battle  between  the  salary  liberals  and  the  salary  con- 
servatives. 

The  question  arises  now:  can  television  help  this  situation? 
Can  teaching  be  done  effectively  by  television?  And  what  specifically 
is  the  writer's  role? 

The  fact  is  that  teaching  by  television  is  being  done  successfully 
in  many  cities.  A  great  deal  of  experimentation  is  also  taking  place 
over  closed-circuit  such  as  the  Hagerstown,  Maryland,  project,  where 
the  entire  county  school  system  participated.  Alexander  J.  Stoddard 
recently  completed  a  report  entitled,  "Schools  for  Tomorrow  —  an 
Educational  Blueprint."  This  study  of  television's  effect  on  the  class- 
room was  sponsored  by  the  Fund  for  the  Advancement  of  Education. 
Mr.  Stoddard  predicted  that  closed-circuit  television  would  be  the 
best  solution  for  teacher  shortages  and  skyrocketing  enrollments.  He 
envisioned  classrooms  of  150  to  300  pupils  taught  by  specialists. 
Not  all  subjects  could  be  taught  in  this  manner  but  physical  educa- 
tion, art,  music,  modern  languages  and  many  phases  of  other  subjects, 
he  believes,  are  readily  adaptable  to  TV  instruction.  However,  tele- 
vision must  be  regarded  as  a  tool  to  assist  the  teachers,  not  supplant 
them.  To  learn  how  this  teaching  tool  does  function,  let  us  study,  in 
brief,  how  one  community  operates. 


CHANNEL    NINE -ST.     LOUIS 

For  several  years 
now,  the  city  of  St.  Louis  has  been  taking  giant  strides  in  its  develop- 
ment of  education  by  television.  It  has  tackled  some  difficult  prob- 
lems and  proved  that  television  can  be  a  highly  effective  teaching 
tool.  It  has  proved  also  that  teaching  by  television  does  not  mean 
simply  placing  a  camera  before  a  teacher.  Many  teachers,  who  are 
more  than  adequate  in  the  classroom,  are  completely  ineffective 
before  the  camera.  The  point  is,  that  as  in  any  other  phase  of  tele- 
vision, educational  programs  require  special  planning  and  skilled 
personnel. 
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The  School  Programs  Department  of  KETC,  Channel  Nine,  St. 
Louis,  is  under  the  direction  of  Clair  R.  Tettemer.  His  staff  consists 
of  nine  people  including  two  writer-producers,  two  production  assist- 
ants, an  elementary  program  consultant  and  a  spelling  teacher,  all 
on  a  full-time  basis.  Seven  other  teachers  participate,  on  a  part-time 
basis.  Studies  are  made  continually  to  determine  in  what  areas  tele- 
vision can  do  the  best  job  and  is  most  needed. 

A  specific  instance  is  the  state  requirement  that  the  Missouri 
Constitution  and  the  Federal  Constitution  be  taught  in  the  eighth 
and  ninth  grades.  There  were  comparatively  few  problems  relating 
to  the  teaching  of  the  Federal  Constitution.  A  multitude  of  textbooks 
thoroughly  cover  all  its  aspects.  However,  the  study  of  the  Missouri 
Constitution  did  present  problems.  First  of  all,  the  State  Constitution 
is  itself  a  complex  instrument.  Secondly,  of  the  two  paper-bound 
textbooks  on  the  subject,  one  was  already  out  of  print.  As  a  result, 
teachers  found  the  Missouri  Constitution  a  most  difficult  subject  for 
the  classroom. 

The  School  Programs  staff  met  with  several  teachers  to  discuss 
ways  and  means  of  visualizing  the  difficult  concepts  of  the  State  Con- 
stitution. Finally,  these  concepts  were  refined  to  twelve.  The  writer- 
producers,  who  were  educationally  oriented,  then  set  about  to  de- 
velop visual  methods.  Many  teachers  were  auditioned  until  one  was 
found  with  sufficient  talent  to  handle  the  program  on  the  air.  This 
teacher,  working  closely  with  the  production  staff,  prepared  a  basic 
outline  of  the  subject  matter.  This,  in  actuality,  was  his  script:  a 
detailed  outline.  Instructing  monologues  were  also  outlined.  The 
television  teacher  was  an  instructor  who  had  taught  the  subject,  who 
had  considerable  audio-visual  background,  and  the  talent  to  explain 
abstract  ideas  in  concrete  form. 

The  Missouri  Constitution  series  is  presented  as  a  seven-week 
series  of  fourteen  programs.  Two  different  lessons  are  telecast  each 
week  and  study  guides  are  issued  as  an  adjunct  to  the  television 
programs.  In  the  Foreword  of  the  Study  Guide,  there  is  a  cogent 
explanation  of  the  relation  of  the  television  program  to  the  classroom : 

"The  television  program  is  not  intended  to  be  an  end  in  itself, 
nor  may  it  be  the  most  important  element  in  the  total  learning  process 
that  occurs  in  the  classroom.  Pre-program  and  post-program  activities 
will  add  much  to  the  effectiveness  of  the  broadcasts.  However,  what 
is  done  and  how  much  is  done  must  be  left  to  the  discretion  of  the 
individual  teacher." 
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The  Missouri  Constitution  is  only  one  of  many  programs  pro- 
duced by  KETC.  These  programs  include  "The  Science  Shelf,"  and 
"The  Storyteller,"  both  of  them  making  excellent  use  of  a  visual 
medium  that  has  unlimited  potentialities  in  the  teaching  field. 


"THE    ART    CART" 

Educational  televi- 
sion programs  for  children  appear  to  be  especially  successful  and  this 
is  very  heartening.  "The  Children's  Corner,"  produced  by  WQED, 
Pittsburgh's  Educational  Television  Station,  met  with  such  an  en- 
thusiastic response  that  it  was  selected  for  nationwide  viewing  by  the 
National  Broadcasting  Company.  In  Houston,  Texas,  a  series  called 
"The  Art  Cart"  has  recently  been  awarded  the  Ohio  State  Institute's 
first  award  for  children's  programs   (out-of-school  viewing). 

"The  Art  Cart"  is  an  outstanding  example  of  cooperation  be- 
tween a  school  system  and  a  commercial  television  station.  The  pro- 
grams are  presented  each  Saturday  morning  by  the  Department  of 
Audio-Visual  Education  and  the  Department  of  Art  Education  of 
the  Houston  Public  Schools  over  the  facilities  of  KPRC-TV.  It  is 
described  as  an  "out-of-school  television  experience  for  boys  and  girls 
in  the  upper  elementary  grades."  Response  to  this  program  series  has 
shown,  however,  that  it  has  a  very  wide  appeal  ranging  from  kinder- 
garten to  junior  high.  It  also  serves  to  assist  teachers  and  parents  in 
furthering  the  child's  interest  in  art  both  at  school  and  at  home. 
Guides,  which  include  brief  outlines  of  the  programs,  and  many 
reference  aids  have  been  made  available  to  parents  and  teachers. 

The  television  teacher  for  "The  Art  Cart"  is  Mrs.  Audrey  Wrye 
who  appears  on  every  program,  but  the  children  are  chosen  from 
different  classes  which  gives  every  school  a  chance  to  participate. 
The  typical  "working  script"  reproduced  below  will  give  you  an  idea 
of  how  these  programs  are  handled.  But  first,  a  few  observations 
before  we  get  to  the  script. 

The  questions,  answers  and  comments  as  they  appear  in  the 
script  are  really  a  draft.  However,  they  serve  an  important  function. 
They  give  the  program  a  beginning,  a  middle  and  an  end.  The  tele- 
vision teacher  and  her  performers  know  where  they  are  going,  and 
what  they  are  going  to  do.    There  are  adequate  rehearsals  but  there 
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is  no  memorizing  of  script.  You  will  note,  as  you  read  the  script,  that 
there  are  blank  spaces  after  certain  questions  which  indicate  ad  lib 
answers  by  the  children.  Mrs.  Dorothy  Sinclair,  Supervisor  of  Radio 
and  Television  for  the  Houston  Independent  School  District,  explains 
the  program  procedure  as  follows:  "We  rehearse  until  we  have  an 
idea  of  where  the  program  should  be  at  every  point  but  we  ask  the 
children  not  to  memorize  any  portion  of  the  proceedings,  and  to 
keep  their  responses  natural.  Each  day,  we  try  to  ask  questions  that 
are  worded  differently  but  have  the  same  essential  meaning.  It  is  a 
technique  which  we  have  found  to  be  quite  effective,  sometimes  sur- 
prising, but  always  fun  for  the  participants  and  the  viewers." 

Astronomical  costs  of  television  programming  to  the  contrary, 
Mrs.  Sinclair  further  notes  that  the  entire  outlay  for  supplies  and 
materials  for  a  vear's  series  was  S200! 


Open  with   film   clip    3  5   sec 

sof 

Cut  to  art  cart  with  open 

lid  on  which  is   sign:    "from 

Toes  to  Tips"  with  Mrs. 

Laura  Lee's  fifth  grade 

pupils  from  poe  school 


Open  on  toes  of  two  danc- 
ers IN  THE  SET  PAN  UP  TO 
DANCERS  AS  THEY  BEGIN  TO 
DANCE 

Overall  of  dancers.  .  .  .  time 
wrye  and  painters  will  be 
at  table  watching  dancers 

CU    OF     #5 

CU  of   #3 

Dancers   will  join  the  set 
and   stand  behind  the  paint- 
ers and  wrye 


0:15    Anncr.    over    music    on 

FILM 


Anncr:  Yes,  here  comes  The  Art 
Cart  —  filled  with  all  sorts  of  ma- 
terials that  you  will  need  to  create 
pictures  and  objects  that  are  fun  to 
make  and  give  you  a  chance  to 
exercise  your  imagination.  Today 
the  program  is  called,  "From  Toes 
to  Tips"  and  it's  time  to  see  what 
Mrs.  Wrye  has  in  The  Art  Cart  for 
us.    .   .   . 


Music  in  studio 

Wrye:  How  does  it  make  you  feel? 

Betsy:  It  makes  me  want  to  move. 
Steve  :   I  feel  good  inside. 


Wrye:    How   do  you   suppose   the 
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cu  of  #4  standing 

cu  of  #5  standing 
Overall  of  group 

cu  of  #1  standing 


Overall  of  group 


cu  of  #2  standing 
Overall  of  group 


cu  of  #3  standing 
Overall  of  group 


CU    OF     #5     STANDING 


Music  up  —  dance  of  the 

CLOWNS     1     MINUTE.    SOUND    IN 
STUDIO 


dancers  feel  besides  tired?    Maybe 
we  had  better  ask  them. 
Donna:  I  feel  like  I'm  in  a  fairy 
land. 

Sue  :  I  just  feel  whirly. 
Wrye:     What    kind    of    dancing 
were  you  doing? 

Sherry:  It  is  really  interpretive 
dancing. 

Wrye:  What  do  you  mean  by  in- 
terpretive dancing? 
Sherry: 

Sue:  We  have  studied  ballet  a 
little   and.    .    .    . 

Wrye:     Could    anybody    do    this 
kind  of  dancing? 
Sherry: 

Wrye:  How  do  you  know  what  to 
do  to  the  music? 

Starr:    If  the  music  sounds  like 
twirls,  you  twirl.   .  .   . 
Sue:  We  don't  lead  the  music,  the 
music   leads   us. 

Wrye:    Have  you  ever  seen  a  fa- 
mous ballet? 
Donna: 
Mike  : 

Wrye:  Interpreting  music  with 
dancing  sounds  very  exciting.  If  I 
play  another  record  do  you  think 
that  you  would  do  the  same  thing 
that  you  did  to  the  Nutcracker 
Suite? 

Sue  :  We  don't  lead  the  music,  the 
music  leads  us  so  I  don't  imagine 
we  would. 


Wrye:  Let's  try  it.  Did  you  feel 
the  rhythm  of  the  music,  and  did 
you  make  your  feet  move  to  the 
rhythm?    Is  there  any  other  way  to 
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CU    OF     #1     SITTING 


CU    OF     #5     SITTING 


CU    OF     #2     SITTING 


Overall  of  group 


CU    OF     #1     SITTING 
CU    OF     #4     STANDING 


Overall  of  group 

cu  of  #5  sitting 
Overall  of  group 


interpret  music  other  than  dancing 
to  it? 

Valerie  :  That's  where  we  come 
in.  You  can  get  the  same  feeling 
on  paper. 

Wrye  :  How  can  you  do  this, 
Valerie? 

Valerie:    By  painting  to  it. 
Wrye  :     How    did    you     combine 
music,    dancing    and    painting    at 
school? 
Betsy: 

Wrye  :  How  do  you  know  what  to 
put  down  on  your  paper? 
Wayne:   You  really  have  to  stop, 
look  and  listen,  then  you  are  ready 
to  paint. 

Wrye  :    If  you  are  going  to  paint 
ballet,     what    does    every    picture 
need  to  have  in  it? 
Steve:  People. 

Wrye:    In  drawing  ballet  figures, 
what  part  of   the  figure  gives   you 
the  most  trouble? 
Mickey:   The  legs.   .   .   . 
Wrye:    Any  other   trouble? 
Valerie:   The  feet. 
Donna:    Toes   are   important,   but 
only  one  of  us  dances  on  her  toes, 
because  to  do  that  you  must  have 
on   special   shoes.     The  rest  of  us 
just  dance  on  the  balls  of  our  feet. 
Wrye:   Whether  you  are  on  your 
toes  or  the  balls  of  your  feet  though, 
your  legs  still  look  long  and  your 
feet  are  pointed. 

Sue  :  Anybody  can  dance  like  we 
dance. 

Wrye:    Does   anything  else   about 
this  figure  give  you  trouble? 
Betsy:    The  arms.   .   .   . 
Wrye  :  Does  this  picture  need  any- 
thing else? 
Steve:   Ballet  is  full  of  movement 
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Wrye  straight  to  camera 


Play  first  half  of  the 
Nutcracker  Suite  with 
alternate   shots   of  the 

DANCERS    AND    Cu's    OF    THE 
PICTURES    BEING    PAINTED 


so  your  picture  should  look  like  this 
movement. 

Valerie:  Your  picture  should  fit 
the  space  of  the  paper. 
Let's  play  all  of  the  Nutcracker 
Suite  now,  and  let  our  dancers 
dance,  and  our  painters  paint.  You 
do  what  you  feel  like  doing  at 
home,  will  you?  If  you  feel  like 
moving  with  the  music  dance  with 
us,  but  if  you  want  to  try  your 
hand  at  painting  ballet  figures,  get 
your  water  colors,  tempera  paints, 
crayons,  or  chalk,  and  watch  our 
figures.  Get  plenty  of  this  motion 
in  your  pictures,  will  you? 


Children  will  dance  and  paint  for  one  side  of  the  record. 


Music  in  studio 

2-shot  of  Wrye  and  Steve 

while  record  is   being 

turned  over 

CU  of  Steve's  picture 

Resume  music  in   studio  and 

alternate  dancers  and 

painters 


Audio  in   studio  as   record  is 
being  changed. 
Wrye  :   Steve,  what  kind  of  ballet 
picture  is  this? 

Steve: 

Wrye:  Let's  finish  our  pictures.  I 
believe  our  dancers  have  had  a 
chance  to  catch  their  breath. 


Music    will    resume    and    children    will    complete    their 

PICTURES. 


Dancers  will  join  Wrye  at 
small  easel  adjoining 
bookcase  to  discuss  books 


CU    OF    BOOK    HELD    BY    STARR 


Overall  of  group 


Wrye:  While  the  pictures  are 
being  finished  we'll  sit  over  here 
with  the  ballet  dancers.  Some  of 
these  steps  you  were  doing  looked 
like  real  ballet  steps.  Have  there 
been  any  books  written  that  we 
could  read  to  help  explain  different 
positions  for  your  feet? 
Starr:  I  found  this  book  named 
"A  Dance  for  Susie."  .  .  . 
Wrye:  Ballerinas  live  such  an  ex- 
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CU  OF  BOOK 


CU  OF  BOOKLET  HELD  BY  SUE 


CU  OF  BOOK  HELD  BY  SHERRY 


CU  OF  BOOK 


Overall  of  group 


CU  of  Sherry 

CU  of  Degas   print  on 

SMALL    EASEL.     THE    CHILDREN 
DISCUSS    IT 


WRYE    AND    CHILDREN    WILL 
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citing  life,  have  you  ever  read  any- 
thing about  their  experiences? 
Starr:  The  name  of  this  book  is 
"Prima  Ballerina"  and  .   .   . 
Wrye  :   Who  was  Prima  Ballerina 
for  the  Ballet  Russe? 

Sue  :   was  ill,  and  so  

took  her  part  in  the  ballet,  and  the 
most  beautiful  thing  about  the  bal- 
let was  when  the  lights.  .  .  . 
Wrye  :  I  wish  that  we  could  have 
all  seen  the  ballet  but  at  least  yo;i 
gave  us  a  sample  of  it.  Do  you 
know  any  books  giving  stories 
about  ballet? 

Sherry:  This  book  "Tales  from 
Ballet"  gives  the  stories  for  many 
of  the  most  famous  ballets. 
Wrye:  Sherry,  what  is  this  book? 
Look  at  these  beautiful  pictures. 
Sherry:  This  book  is  "The  Little 
Ballet  Dancer,"  and  it's  the  story 
about  a  little  girl  who  lives  in 
France  and  wants  to  be  a  ballet 
dancer. 

Wrye  :  These  pictures  remind  me 
of  a  famous  French  painter  who 
painted  ballet  dancers.  His  name 
was  Degas.  Do  any  of  you  know 
anything  about  him? 
Sherry:  He  was  born  in  Paris 
and.    .   .  . 

Wrye  :  Degas  was  famous  for  his 
pastel  ballet  dancers  and  I  have  a 
print  of  the  Ballerinas  over  on  the 
bulletin  board.  Where  do  you  think 
they  are? 

Sherry:  It  looks  as  if  they  are 
back  stage. 

Wrye:  What  makes  you  think 
that? 

Donna:   See  the  curtains  and  the 
stage  manager? 
Wrye:  Two  of  the  girls  who  were 
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JOIN    PAINTERS    ON    FLOOR    IN 
FRONT    OF    LARGE    EASEL    TO 
EVALUATE    PAINTING 


Wrye    AND    CHILDREN    WILL    SIT 

in  front  of  the  easel  and 

evaluate  the  finished 

pictures 

Wrye  straight  to  camera 


cu  of  articles  in  bookcase 
as  Wrye  discusses 


painting  your  pictures  while  you 
were  dancing  were  using  colored 
chalk.  Do  you  suppose  we  have 
several  budding  Degas  over  here? 
Let's  look  at  the  finished  pictures, 
should  we? 


Wrye:  I  hope  that  if  you  painted 
at  home  with  us  today,  you  will 
take  your  pictures  to  school  so  we 
can  show  them  on  The  Art  Cart 
next  Saturday.  Last  Saturday  we 
worked  with  clay  and  some  boys 
and  girls  from  Pugh  School  dug 
clay  out  of  the  yard  like  we  sug- 
gested. 


Wrye  "will  walk  to   the   bookcase   where   articles    sent   in 
will  be   shown  and  talked  about. 


Slide:    "self-addressed 

envelope" 

Slide:    "1300  capitol" 

Wrye  straight  to  camera 


Slide   #1:    "presented  as  a 
public  service  by  kprc-tv" 
Slide   #2:  "with  the  audio- 
visual   AND    ARTS    DEPTS.    OF 

Houston  schools" 

Slide   #3:    "on  today's 

show.   .   .   ." 

Slide   #4:    "production 

supervised  by 

Mrs.  Dorothy  Sinclair" 

Music  up  and  out  to  close 


Wrye:  Have  you  sent  for  your 
booklet  yet?  .... 
The  name  of  our  program  next 
Saturday  is  "The  Egg  and  Eye." 
We  are  going  to  use  our  eyes  to 
discover  how  to  decorate  Easter 
Eggs.  See  you  next  Saturday  at 
11:00. 
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THE    WRITER    AND    THE    TEACHER 

In  many  of  our 
large  cities,  educational  television  stations  are  filling  a  need  both  in 
and  out  of  school.  Their  programs  may  never  reach  the  astronomical 
ratings  of  a  variety  show  on  commercial  TV,  but  their  audience  is 
growing,  which  is  proof  positive  that  at  least  some  segment  of  our 
population  not  only  likes  to  be  entertained  but  also  likes  to  learn. 

The  writer  should  not  overlook  the  educational  television  field. 
He  will  not  get  rich,  but  not  all  profits  are  counted  in  gold.  He  will 
help  others  to  gain  knowledge  and  by  doing  so  he  will  gain  more 
knowledge  himself.  He  will  have  the  satisfaction  of  knowing  that 
unlike  the  gag-line  programs  laughed  at  today  and  forgotten  tomor- 
row, the  programs  he  works  on  will  have  staying  power.  He  can 
have  the  hope,  too,  that  as  the  intelligence  level  of  the  nation  keeps 
rising,  the  demand  will  increase  for  more  meaningful  programming. 

Parenthetically,  we  may  observe  that  the  maturity  of  teaching 
by  television  will  develop  a  special  breed  of  instructors.  They  may  be 
found  within  the  current  teaching  ranks,  as  some  are  now.  Others 
will  undoubtedly  have  to  be  recruited.  They  will  have  to  have 
camera  presence  and  an  ability  to  hold  attention.  These  specialized 
and  talented  instructors  may  even  bring  a  certain  glamor  to  the 
teaching  profession  and  inspire  other  talented  men  and  women  to 
join  their  ranks.  They  will  have  to  possess  the  wit,  the  discernment, 
the  knowledge  of  the  medium  of  a  Frank  C.  Baxter.  Perhaps  you 
have  been  fortunate  enough  to  obtain  a  copy  of  the  Outline  Guides 
for  "Shakespeare  on  TV."  If  not,  we  should  like  to  quote  a  para- 
graph or  two  from  Professor  Baxter's  Foreword: 

These  telecasts  will  not  be  "academic,"  in  the  malign  sense  of  the 
word.  Very  little  will  be  said  about  dates,  Shakespeare's  sources, 
textual  criticism,  and  the  thousand  and  one  problems  that  are  the  valid 
concern  of  the  research  scholar.  Shakespeare  has  had  many  bad 
friends:  pedantic  critics,  parsers,  and  elocutionists;  people  who  regard 
him  as  a  mine  to  be  worked  for  quotations  ("To  thine  own  self  be 
true"!);  producers  who  have  overproduced  and  overdressed  his  plays 
into  circus  spectacles;  and  people  who,  like  the  "Bardolators"  of  the 
late  eighteenth  century,  see  Shakespeare  as  a  superman  without  flaw. 
The  star  system  in  the  theater  has  cut  and  slashed  the  texts  to  heighten 
one  man's  part  ("My  kingdom  for  a  horse"!)  at  the  expense  of  the  play 
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the  author  intended.  There  are  people  who  believe  that  Shakespeare 
was  somebody  else;  two  other  fellows,  or  Francis  Bacon,  or  the  Earl  of 
Oxford,  or  Marlowe,  or  thirty  Rosicrucians  —  and  discern  puzzles 
where  no  puzzles  exist.  There  are  hot-eyed  patrons  of  Shakespeare 
who  see  him  as  a  writer  of  political  and  religious  allegory;  there  are 
those  who  read  into  his  writing  more  than  the  author  ever  intended; 
there  are  those  who  see  him  as  a  prophet  of  Sigmund  Freud. 

Let  us  forget  all  of  these  noisy  people,  and  read  these  plays  as  vital 
and  fresh  literary  adventures.  The  lecturer  intends  to  read  a  great  deal 
with  you.  Have  your  book  with  you  during  the  telecast,  whether  you 
are  with  us  in  the  studio  classroom  or  sitting  comfortably  at  home,  for 
it  is  much  more  profitable  to  follow  the  text  as  you  listen.  Your  lec- 
turer hopes  that  these  telecasts  will  be  a  pleasant  and  exciting  experi- 
ence. If  it  is  not,  he  extends  his  condolences  and  apologies.  But  it 
will  not  be  Shakespeare's  fault. 


EDUCATIONAL    RADIO 

It  is  natural  that 
the  emphasis  today  is  on  television.  But  radio  has  played  and  is  still 
playing  an  important  part  in  education.  The  introduction  of  FM 
bands  somewhat  parallels  the  utilization  of  Ultra-High  frequency 
TV  channels.  FM  gave  educators  a  second  chance  in  radio.  In  the 
early  days  of  radio,  many  AM  frequencies  were  allotted  for  educa- 
tional use  but  only  a  few  stations  actually  made  full  use  of  them. 
This  meant  that  the  AM  frequencies  were  turned  over  to  commercial 
outlets.  It  was  not  a  very  auspicious  beginning  for  educational  radio. 
But  with  the  advent  of  FM  and  its  vastly  greater  spectrum  than  AM, 
new  channels  could  be  reserved  for  educational  stations.  The  pros- 
pects began  to  look  bright.  Predictions  were  made  that  eventually 
FM  would  supplant  AM  radio  almost  entirely.  This  prediction  might 
well  have  come  true  were  it  not  for  the  sudden  mushrooming  of 
television.  Hardly  had  the  American  public  become  aware  of  the 
rising  star  of  FM,  when  it  was  abruptly  eclipsed  by  a  star  of  even 
greater  magnitude,  TV. 

Nevertheless,  as  we  have  pointed  out,  radio  still  commands  a 
very  large  audience  and  educational  radio  is  today  performing 
valiant  service.  FM  is  particularly  useful  in  broadcasts  to  school 
audiences,  since  it  eliminates  the  electrical  disturbances  that  interfere 
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with  AM  broadcasting,  and  schedules  may  be  maintained  despite 
what  would  otherwise  be  atmospheric  disturbances. 

Since  our  particular  interest  is  that  of  the  writer,  we  will  explore 
briefly  the  writer's  role  in  educational  radio.  Many  educational  radio 
stations  present  special  news  programs  which  make  current  events 
come  alive.  Script  writers  prepare  these  programs  to  meet  the  needs 
of  various  school  levels:  elementary,  junior  high,  secondary  and 
college.  Several  stations  present  dramatizations  of  selected  children's 
stories.  As  an  aid  to  vocational  guidance,  script  writers  have  pre- 
pared a  series  of  interviews  with  men  and  women  engaged  in  many 
types  of  occupations. 

FM  educational  radio  also  functions  as  a  direct  teaching  tool 
just  as  does  teaching  by  television.  Obviously,  television  has  a  distinct 
advantage  over  radio  as  a  teaching  device  because  of  its  ability  to  use 
all  tvpes  of  visual  aids.  But  current  events  programs,  talks,  inter- 
views, musical  programs  can  be  presented  with  great  effectiveness  in 
teaching  by  radio. 

The  Educational  Television  and  Radio  Center  has  set  aside 
funds  for  the  "stimulation  and  development  of  educational  radio 
programs  of  national  significance."  In  line  with  this  aim,  the  Center 
has  made  grants  available  to  educational  organizations  for  the  pro- 
duction of  programs  to  be  distributed  nationally,  thus  acting  as  a  spur 
to  the  creative  talents  of  writers  and  producers  in  the  educational 
field. 

The  National  Association  of  Educational  Broadcasters,  which 
was  organized  several  years  ago  for  the  mutual  assistance  of  educa- 
tional radio  broadcasters,  makes  possible  an  exchange  of  the  finest 
programs  of  each  member  station  through  a  tape  network. 

There  is,  as  you  can  see,  a  good  deal  of  activity  in  the  educa- 
tional radio  field,  too,  and  if  radio  does  lack  the  power  of  the  visual, 
it  can  count  on  the  impetus  of  imagination. 
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One  autumn,  re- 
cently, a  group  of  foreign  journalists,  free-lance  writers  and  radio 
and  television  broadcasters  were  being  escorted  through  the  unending 
corridors  of  the  Pentagon.  They  had  come  to  the  United  States,  by 
invitation,  to  study  our  methods  of  mass  communication.  This  was 
one  phase  of  their  tour:  government  operations. 

In  the  studio  at  the  Pentagon  they  were  given  a  briefing  on  how 
the  military  services  produce  their  own  programs.  Most  of  the  visitors 
were  from  countries  where  the  broadcast  media  were  government- 
owned,  and  there  was  one  aspect  of  the  briefing  that  puzzled  them 
greatly:  the  means  by  which  a  United  States  government  agency 
obtained  time  on  the  air  for  a  series  of  programs.  They  could  not 
understand  that  it  was  necessary  for  the  agency  to  prepare  a  complete 
representative  program,  and  have  it  auditioned  by  a  network  which 
would  then  make  a  decision  as  to  whether  or  not  it  wanted  to  schedule 
the  program.   They  wondered  why  the  government  agency  could  not 
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simply  call  any  network  and  arbitrarily  command  a  time  period. 

It  was  explained  to  them  that  under  our  system  of  free  enter- 
prise, broadcasting  is  private  industry,  and  as  such,  its  own  master. 
True,  they  were  told,  there  is  a  degree  of  government  regulation  of 
the  broadcasting  industry  by  the  Federal  Communications  Commis- 
sion. This  was  made  necessary  by  the  technical  limitations  of  fre- 
quencies and  the  fact  that  unless  there  were  some  equitable  method 
of  allocating  those  frequencies,  the  end  result  would  be  confusion. 

However,  the  point  of  the  above  story  is  that  government-pro- 
duced programs  must  meet  broadcast  standards  whether  on  a  network 
or  local  level.  In  other  words,  they  must  be  professional.  The  listener 
or  the  viewer  is  not  prone  to  make  any  allowances.  If  the  program 
fails  to  hold  his  interest,  a  flick  of  the  wrist  will  turn  the  dial. 

Government  broadcasts  fall  into  three  broad  categories: 

1.  Programs  written  and  produced  by  the  agency  for  United 
States  consumption:   the  Public  Information  Program. 

2.  Programs  written  and  produced  by  the  agency  for  overseas 
consumption:  the  Overseas  Information  Program. 

3.  Programs  written  and  produced  by  the  Armed  Forces  at 
their  world-wide  bases:   the  Troop  Information  Program. 


PERSONNEL 

Radio  and  televi- 
sion writers  are  hired  by  the  government  through  its  regular  civil 
service  procedures.  An  Information  Specialist  Register  was  set  up 
about  1940  for  the  employment  of  writers  who  had  experience  in 
one  of  the  mass  communication  fields.  There  was  an  optional  classi- 
fication for  radio  which  at  present  also  includes  television.  The  work 
description  is  outlined  briefly  as  follows: 

(Announcement  No.  27.  Issued:  October  25,  195  5.  No  closing 
date.) 

"Information  Specialists  in  the  fields  of  radio  and  television  plan, 
develop  and  prepare  materials  and  conduct  the  necessary  liaison  with 
radio  and/or  television  officials  to  arrange  for  dissemination  of  infor- 
mation by  radio  or  television.  In  some  cases  they  present  and/or  direct 
programs  or  supervise  this  work." 

The  Grades  to  be  applied  for   (according  to  Announcement 
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No.  27)  range  from  $5,440  to  $11,610  a  year  (Grades  GS-9  to 
GS— 15).  From  five  to  six  years'  experience  in  radio  or  television 
are  required.  For  television,  however,  experience  in  radio,  visual  or 
motion  picture  work  may  be  cited.  Of  special  interest  to  the  student 
is  the  fact  that  a  college  degree  with  a  major  in  communications  may 
be  substituted  for  three  years  of  experience.  A  Master's  degree  in 
the  same  field  will  earn  another  year's  experience.  For  a  government 
career,  therefore,  your  college  degree  is  invaluable. 

Note  that  professional  experience  is  required  for  every  one  of  the 
Information  Specialist  ratings.  As  a  professed  radio  or  television 
writer,  you  will  be  asked  to  submit  scripts  that  have  been  broadcast. 
Once  you  have  obtained  a  position,  you  may  find,  depending  on  the 
size  of  the  Information  Division  of  the  Agency,  that  your  duties  are 
not  confined  to  writing.  In  the  smaller  agencies  you  may  be  writer, 
producer,  public  relations  advisor,  and  liaison  official  with  the  net- 
works and  local  stations. 

If  your  position  is  at  the  seat  of  government,  Washington,  you 
may  find  that  because  your  activities  are  nation-wide,  you  may  be 
doing  a  good  deal  of  travelling  which  you  should  find  an  interesting 
and  broadening  experience.  In  a  small  sense,  you  are  also  a  part  of 
history  for  the  information  you  send  out,  in  its  proper  sphere,  should 
be  of  vital  concern  to  the  public. 

Perhaps  this  is  as  good  a  place  as  any  to  take  up  the  question 
that  you  may  be  asking  yourself.  Why  a  government  career  in  radio 
or  television?  Are  not  the  opportunities  and  the  emoluments  infi- 
nitely greater  in  private  industry?  Assuredly,  they  are.  In  the 
matter  of  earning  power,  the  government  salary  is  limited.  But  in 
many  instances,  government  writers'  salaries  are  above  those  paid  to 
staff  writers  at  the  larger  independent  stations  and  compare  favor- 
ably with  network  staff  salaries. 

Remember,  we  are  comparing  staff  salaries.  Contract  writers 
for  the  networks  are  paid  a  great  deal  more,  depending  to  a  large 
extent  on  the  reputation  of  the  writer.  But  the  neophyte  with  his 
illusions  of  grandeur  does  not  consider  the  staff  writer  nor  the  con- 
tract writer  as  his  goal.  He  sets  his  sights  on  the  Chayefskys,  the 
Roses,  the  Serlings,  the  Gore  Vidals,  the  top-notch  free-lance  writers 
whose  earnings  run  into  the  six-figure  category,  and  whose  television 
scripts  find  a  golden  vein  in  other  media :  the  movies  and  the  theater. 
We  would  be  the  last  to  destroy  the  illusion.  Ambition  has  some- 
times been  looked  upon  as  more  vice  than  virtue.    But  a  writer 
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should  have  ambition  and  there  is  nothing  wrong  whatever  in  the 
desire  to  make  money,  lots  of  it. 

Still,  the  top  of  the  ladder  is  a  narrow  place  and  there  is  not 
room  for  many.  Without  the  rungs  there  would  be  no  ladder  and  if 
the  writer  will  consider  that  every  rung  is  essential  he  may  find  one 
that  will  bring  him  an  inner  satisfaction,  even  if  it  is  not  the  very 
top.    On  one  of  those  rungs  stands  the  government  writer. 


INFORMATION    GOALS 

When  the  Depart- 
ment of  Agriculture  was  established  in  1862,  it  was  authorized  by 
the  Congress  "to  acquire  and  diffuse,  among  the  people  of  the  United 
States,  information  on  subjects  connected  with  agriculture  in  the 
most  general  and  comprehensive  sense  of  that  word."  The  United 
States  Office  of  Education,  in  1867,  was  given  the  duty  to  dissem- 
inate "such  information  respecting  the  organization  and  management 
of  schools  and  school  systems  and  methods  of  teaching  as  shall  aid 
the  people  of  the  United  States  in  the  establishment  and  maintenance 
of  efficient  school  systems  and  otherwise  promote  the  cause  of  educa- 
tion throughout  the  country." 

These  are  true  information  goals.  They  are  not  propaganda  or 
publicity  in  the  press-agentry  sense.  You  may  be  aware  of  the  criti- 
cism that  has  been  leveled,  from  time  to  time,  at  government  infor- 
mation programs.  It  is  neither  the  intent,  nor  does  it  come  within 
the  scope  of  this  book,  to  enter  into  such  controversy.  Suffice  it  to  say 
that  much  of  the  controversy  centers  around  the  definition  of  infor- 
mation and  propaganda  and  this  was  explored  rather  thoroughly  by 
the  House  Propaganda  and  Publicity  Subcommittee  in  1947.  The 
Subcommittee  stated  that  it  was  not  "unlawful  or  improper  for  offi- 
cials or  employees  of  the  federal  government  to  express  opinions  or 
to  impart  factual  information,  if  distinguished  from  propaganda." 

Information,  the  Subcommittee  defined  as  "The  act  or  process 
of  communicating  knowledge;  to  enlighten";  whereas  propaganda 
is  "A  plan  for  the  propagation  of  a  doctrine  or  a  system  of  principles." 

The  question  has  also  arisen  as  to  whether  government  infor- 
mation divisions  encroach  on  the  commercial  communications  media 
and  usurp  some  of  their  functions.    The  answer  to  this  question  is 
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that  the  government  information  divisions  exist  to  serve  the  estab- 
lished communications  media:  the  press,  radio  and  television,  maga- 
zines, books.  They  operate  as  adjuncts  to  these  media  and  in  the 
case  of  radio  and  television,  in  which  we  are  primarily  interested, 
they  produce  their  own  programs  in  those  areas  which,  for  various 
reasons,  the  broadcasters  are  unable  to  cover  fully. 

There  are  also  specialized  internal  areas,  such  as  the  programs 
produced  for  troop  consumption  and  broadcast  over  the  facilities  of 
the  Armed  Forces  Radio  and  Television  Service.  And,  of  course, 
there  is  the  vast  program  structure  of  the  Voice  of  America. 


THE    WARTIME    PROGRAM 

Although  we  are 
confining  our  observations  on  government  broadcasting  to  the  current 
peacetime  scene,  uneasy  as  it  may  be,  we  believe  some  mention 
should  be  made  of  the  government's  role  in  wartime  as  it  concerns 
the  writing  and  producing  of  radio  and  television  programs. 

Obviously,  a  tremendous  expansion  occurs  in  the  government 
structure  during  wartime  and  this  includes  the  information  divisions 
of  all  agencies.  There  is  also  a  great  deal  of  difference  in  the  per- 
sonnel picture.  Many  of  the  outstanding  broadcast  writers  are  drawn 
into  the  armed  forces.  The  majority  of  them  perform  some  battle 
function  as  they  did  in  World  War  II  but  a  substantial  number  were 
requested,  at  least  on  a  temporary  assignment,  to  write  and  produce 
government  programs.  Many  writers  were  assigned,  as  civilians,  to 
the  Office  of  War  Information  (OWI),  Office  of  Defense  Mobiliza- 
tion, the  American  Red  Cross,  and  other  agencies. 

These  programs  played  their  part  in  helping  to  apprise  the 
American  public  of  the  actual  progress  of  the  fighting  through  such 
vehicles  as  "The  Army  Hour"  and  "The  Navy  Hour."  Government 
programs  were  also  written  and  produced  to  maintain  the  morale  of 
the  American  people  and  to  obtain  their  fullest  cooperation  in  donat- 
ing to  blood  banks,  in  buying  bonds,  in  saving  fats,  in  becoming  air 
raid  wardens,  in  cultivating  "victory  gardens"  and  a  host  of  other 
activities  calculated  to  assist  the  war  effort.  These  multitudinous 
campaigns  were  channeled  through  the  Office  of  War  Information. 

To  reach  the  American  public  with  the  greatest  impact,  the 
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four  radio  networks  cooperated  with  the  government  in  presenting  a 
thirteen-week  series  under  the  title  "This  is  War!"  These  programs, 
which  were  in  format  dramatic  documentaries,  were  carried  simul- 
taneously by  all  the  networks  and  reached  an  estimated  twenty  mil- 
lion listeners  each  week.  They  were  produced  by  H.  L.  McClinton 
and  directed  by  Norman  Corwin,  who  also  wrote  six  of  the  programs. 
The  others  were  written  by  such  gifted  writers  as  Stephen  Vincent 
Benet,  Maxwell  Anderson,  Philip  Wylie,  George  Faulkner,  Ranald 
MacDougall,  William  N.  Robson  and  John  Driscoll.  Some  of  our 
finest  acting  talent,  in  and  out  of  uniform,  helped  make  "This  is 
War!"  a  memorable  series:  Paul  Muni,  Robert  Montgomery,  James 
Stewart,  Frederic  March,  Raymond  Massey,  to  name  just  a  few. 
The  programs  were  designed  "to  express  the  attitudes  and  aims  of  the 
government,  to  present  and  elucidate  national  policies  to  the  country, 
and  at  the  same  time  to  arouse  and  unify  the  people  emotionally." 

There  is  also  in  wartime  the  need  for  strict  censorship.  Gov- 
ernment writers  were  and  still  are  subjected  to  security  clearances,  the 
type  of  clearance  depending  on  the  sensitivity  of  the  job.  All  scripts 
were  primarily  reviewed  by  the  agency's  own  review  board,  as  in  the 
War  Department,  and  final  clearances  were  obtained  through  the 
Office  of  Censorship.  This  was  an  attempt  to  obviate  any  possibility 
of  a  writer  consciously  or  inadvertently  including  material  in  his 
script  which  would  be  of  value  to  the  enemy.  Often  the  writer  may 
have  felt  he  was  plagued  and  circumscribed  by  censorship  and  that 
deletions  were  picayune  and  needless.  But  he  soon  learned  that  an 
alert  enemy  could  make  much  of  what  on  the  surface  appeared  to  be 
harmless  bits  and  pieces.  However,  and  this  is  true  of  the  government 
writer  in  peacetime  or  wartime,  no  matter  what  restrictions  may  be 
placed  on  the  content  of  his  script  there  are  no  restrictions  on  the 
quality  of  his  writing. 

By  Armistice  Day  (now  Veterans  Day)  1945,  most  of  the 
purelv  war  programs  left  the  air.  There  was  a  resurgence,  however, 
with  the  outbreak  of  the  Korean  conflict.  Although  this  was  not  a 
full-scale  conflict  such  as  World  War  II,  many  broadcasters  who  had 
retained  their  reserve  commissions  were  called  back  to  duty  with  the 
militarv  forces.  The  Information  Divisions  of  many  agencies,  which 
had  been  cut  severely  immediately  after  World  War  II,  began  to 
expand.  Among  other  programs,  the  Defense  Department  produced 
two  radio  series,  "Time  for  Defense,"  presented  over  the  American 
Broadcasting  Company  network;  "The  Armed  Forces  Review,"  broad- 

WRITING     THE     GOVERNMENT     PROGRAM         475 


cast  over  the  Mutual  network;  and  a  television  series  "Pentagon: 
Washington,"  over  the  Dumont  network. 

You  may  note  that  during  World  War  II  the  only  broadcast 
medium  utilized  was  radio.  Television  had  begun  experimental 
broadcasts  prior  to  that  war,  but  the  conflagration  that  swept  the 
world  halted  temporarily  any  commercial  ventures.  During  the  pe- 
riod between  World  War  II  and  Korea,  many  television  stations 
rushed  into  operation  and  network  competition  began  in  earnest. 
Thus,  for  the  first  time  in  a  war  period,  the  United  States  govern- 
ment began  utilizing  the  television  medium.  Its  efforts  in  that  direc- 
tion, let  us  admit,  were  not  as  successful  or  rewarding  as  in  radio  for 
two  reasons:  lack  of  personnel  and  lack  of  funds. 

Perhaps  it  may  seem  strange  to  the  reader  to  speak  of  the  lack  of 
funds  in  respect,  particularly,  to  the  astronomical  budget  of  the 
Defense  Department.  Nevertheless,  the  fact  is  that  funds  for  infor- 
mational activities  are  one  of  the  smallest  items  in  the  governmental 
budget.  The  entire  yearly  allotment  for  public  information  activities 
of  the  Defense  Department  (Army,  Navy,  Air  Force)  is  one  hun- 
dredth of  one  per  cent  of  the  total  defense  budget. 

Radio  programs  are  produced  at  infinitely  less  cost  than  com- 
parable television  programs  which  explains  why  a  small  staff  of  pro- 
fessional writers  and  producers  can  prepare  a  satisfactory  series  of 
government  documentary  radio  programs  at  a  minimum  cost.  The 
budget  for  a  series  of  comparable  television  programs  is  almost  a 
thousand  per  cent  higher. 

There  is  an  additional  asset  which  accrues  to  the  government 
program  in  wartime:  the  availability,  at  no  cost,  of  leading  stars  of 
stage,  screen,  radio  and  television.  These  stars  are  constantly  re- 
quested to  give  their  services  for  all  manner  of  causes  during  wartime 
or  peacetime  and  they  offer  their  time  and  their  talent  without  stint. 

Generally,  because  of  the  innumerable  requests  the  stars  receive 
for  public  appearances,  they  have  found  it  wise  and  equitable  to 
channel  these  requests  through  the  Hollywood  Coordinating  Com- 
mittee. This  avoids  burdening  a  few  stars  with  impossible  requests 
and  saves  embarrassment  for  the  star  and  disappointment  for  the 
requesting  organization. 

Most  veterans  of  World  War  II  remember  with  some  warmth 
the  one  radio  program,  produced  by  the  War  Department,  which 
featured  each  week  the  greatest  gathering  of  entertainers  ever  to 
appear  on  a  radio  series.    It  was  called  "Command  Performance"  and, 
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as  its  title  implied,  it  was  a  performance  requested  by  servicemen 
and  women.  They  were  asked  to  send  in  their  requests  for  any  per- 
former or  any  selection  and  these  requests  ran  the  entire  gamut  from 
having  screen  star  Carole  Landis  sigh,  to  hearing  Leopold  Stokowski 
conduct  the  Philadelphia  Symphony.  The  recording  sessions  were 
held  before  a  "live"  audience,  consisting  mostly  of  service  personnel. 
All  the  entertainment  unions  contributed  freely  of  their  services. 
There  was  one  stipulation:  "Command  Performance"  was  to  be 
broadcast  only  to  our  troops  overseas. 

One  of  the  most  unusual  and  hilarious  of  the  "Command  Per- 
formance" series  was  a  takeoff  on  the  widely  syndicated  Dick  Tracy 
comic  strip.  Its  casting  was  fabulous:  Bing  Crosby  as  Dick  Tracy; 
Bob  Hope  as  Flattop;  Frank  Sinatra  as  Shakey;  Dinah  Shore  as  Tess 
Trueheart;  Jimmy  Durante  as  The  Mole;  Frank  Morgan  as  Vitamin 
Flintheart;  Judy  Garland  as  Little  Snowflake;  Jerry  Colonna  as  the 
Chief  of  Police;  Cass  Daley  as  Gravel  Gertie;  the  Andrews  Sisters  as 
the  Summer  Sisters;  and  Harry  Von  Zell  as  Old  Judge  Hooper.  Top 
ranking  screen  writers  and  radio  writers  contributed  the  scripts  for 
the  "Command  Performance"  programs. 


THE    WARTIME    AUDIENCE 

Obviously,  govern- 
ment-produced programs  during  wartime  command  a  much  greater 
audience  than  they  reach  in  peacetime.  The  public  is  anxious  about 
the  war  front,  about  sons,  husbands,  and  sweethearts  in  battle.  Even 
the  daily  newscasts  are  not  enough  to  satisfy  their  anxiety.  And  so 
they  tuned  in  a  full  hour  program  such  as  "The  Army  Hour,"  which 
brought  them  a  great  deal  more  detail  than  a  quarter-hour  newscast 
could  and  on  which  most  of  the  participants  were  service  personnel 
at  the  battlefront  or  in  training. 

The  appearance  of  stars  of  the  entertainment  world  on  govern- 
ment programs,  with  their  tremendous  "marquee"  value,  naturally 
attract  a  large  audience.  On  its  second  anniversary  program,  during 
the  Korean  conflict,  "Time  for  Defense"  presented  three  guest  stars: 
Ray  Milland,  Sid  Caesar  and  Eddie  Fisher,  whose  combined  talents 
must  have  increased  the  listening  audience  a  hundredfold. 
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THE    PUBLIC    INFORMATION    PROGRAM 

A  vigorous  democ- 
racy demands  that  the  public  be  fully  informed  of  its  government's 
activities.  There  are,  of  course,  some  phases  of  government  activity, 
military  and  diplomatic,  which  require  absolute  secrecy:  a  new  type 
of  bomb,  a  radically  designed  jet,  a  hazardous  diplomatic  mission  are 
examples.  Agencies  such  as  the  Atomic  Energy  Commission,  the 
Defense  Department,  the  State  Department,  and  naturally,  the  Cen- 
tral Intelligence  Agency,  maintain  rigid  security  regulations.  But  a 
democracy  such  as  ours,  based  on  freedom  of  the  press  and  freedom 
of  inquiry,  insists  that  the  people  know  all  the  facts  of  government 
life  short  of  those  details  which  might  palpably  endanger  the  security 
of  the  nation.  Granted  that  there  are  many  differences  of  opinion  as 
to  where  the  security  line  should  be  drawn  —  and  the  arguments 
pro  and  con  are  endless  —  the  commercial  writer,  if  he  differs  with 
the  agency's  concept,  may  take  his  grievance  to  the  White  House  or 
to  the  Congress. 

On  the  other  hand,  how  free  is  the  government  writer?  Is  he 
hidebound  by  security  and  policy  regulations?  Naturally,  as  a 
trusted  employee  of  the  government,  he  is  expected  to  abide  by  his 
agency's  regulations  and  certainly  not  to  impart  any  classified  infor- 
mation. But  there  is  a  great  deal  of  to-do  about  government  "red 
tape"  and  "channeling."  The  inference,  as  it  concerns  the  govern- 
ment writer,  is  that  he  is  enmeshed  in  getting  clearances  and  having 
his  script  pass  through  so  many  hands  that  it  becomes  a  most  frustrat- 
ing and  unrewarding  task.  Presumably,  the  commercial  writer  is 
comparatively  unfettered.  But  is  he?  His  choice  of  material  is  lim- 
ited by  radio  and  television  taboos.  The  government  writer  is  neces- 
sarily confined  to  the  activities  of  his  particular  agency.  But  the 
writer  of  commercial  television  drama,  for  example,  finds  it  not 
unusual  to  have  his  script  mauled  by  editors,  deletions  insisted  upon 
by  the  sponsor's  representative,  changes  made  by  the  director,  until 
at  times  the  play  that  appears  on  the  screen  is  far  different  from  the 
original  manuscript.  There  have  been  some  angry  letters  by  video 
dramatists  to  the  columns  of  Variety  or  the  New  York  Times  attest- 
ing to  the  foregoing. 

And  what  of  the  government  writer's  —  shall  we  say  allegiance 
—  to  his  agency?    Remember  that  the  government  writer  is  not  a 
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creator  of  fiction,  although  there  are  many  times  when  that  label  has 
been  hurled  at  him!  He  deals  with  facts,  with  informational  and 
educational  material.  He  takes  what  is  known  in  public  relations 
parlance  as  the  positive  approach.  He  is  duty  bound  to  avoid  con- 
troversy, although  this  is  not  always  possible.  He  is  neither  a  tool  of 
press-agentry  nor  has  he  been  hired  to  ferret  out  the  shortcomings 
of  his  agency  and  make  those  shortcomings  public.  The  journalist 
or  the  Congressional  Committee  will  take  care  of  that  soon  enough. 
But  he  has  often  been  criticized  for  presenting  the  positive  activities 
of  his  agency,  as  if  he  were  some  miscreant.  Would  a  newspaper  run 
an  editorial  each  week  informing  its  readers  that  they  were  subscrib- 
ing to  a  poorly  managed,  ineffectively  edited  paper?  Would  a  net- 
work produce  a  series  on  its  airwaves  devoted  to  castigating  the 
program  policy  of  that  network?  Assuredly,  if  a  newspaper  reporter 
or  a  network  writer  disagrees  with  the  policy  of  his  organization,  he 
will  look  for  another  job.  The  government  writer  must  be  equallv 
honest  with  himself.  If  he  is  not  in  agreement  with  the  policies  of 
his  agency,  or  feels  that  it  is  not  being  run  to  the  best  interest  of  the 
public,  then  it  is  more  prudent  for  him  to  find  a  niche  in  another 
agency  or  return  to  the  commercial  field. 

On  the  other  hand,  the  government  writer  must  not  be  swayed 
by  every  carping  criticism  of  his  agency.  Much  of  the  criticism  may 
be  purely  political.  Much  of  it  may  be  justifiable.  But  he  should 
understand  that  any  large  organization,  no  matter  how  efficient  it 
appears  to  be,  has  its  failings.  There  are  very  few,  if  any,  total  villains 
or  spotless  paragons  of  virtue.  He  must  weigh  the  good  against  the 
bad  and  make  a  decision  with  which  he  can  live. 


TYPES    OF    PROGRAMS 

Government  radio 
and  television  programs  embrace  all  types:  documentary,  interview, 
talk,  musical,  even  the  drama.  But  whereas  the  primary  purpose  of 
commercial  programs  is  entertainment,  the  government  program's 
raison  d'etre  is  information.  This  does  not  prevent  the  government 
program  from  utilizing  entertainment  features  in  order  to  attract  an 
audience.  There  are  also  some  government  programs  which  may  be 
considered  pure  entertainment,  such  as  broadcasts  of  concerts  by  the 
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official  military  bands.  Ever  since  1854,  when  the  Marine  Band 
began  to  give  open  air  concerts  at  the  Capitol  and  the  White  House, 
such  concerts  have  become  an  accepted  tradition  in  the  United  States. 
Actually,  the  existence  of  these  military  bands  provides  a  unique 
asset  for  the  Defense  Department  in  preparing  radio  or  television 
programs.  No  other  government  agency  has  such  a  large  body  of 
professional  musicians  at  its  disposal.  Most  permanent  military  posts 
have  military  bands  which  can  be  effectively  utilized  in  the  presenta- 
tion of  local  or  regional  programs.  Many  of  these  bands  have  choruses 
and  vocalists  to  lend  variety  to  musical  presentations.  This  is  a  great 
asset  to  the  writer,  who  is  often  writer-producer,  in  planning  an 
effective  broadcast  series. 


TALENT    IN    UNIFORM 

Many  military  in- 
stallations are  able  to  put  to  good  advantage  the  youthful  talent  that 
comes  to  it  from  broadcasting  stations  or  from  universities  and  col- 
leges which  offer  courses  in  radio  and  television.  This  presents  an 
interesting  possibility  to  college  students  facing  military  service. 
Writers  for  the  university  radio  or  television  outlet  may  find  con- 
tinuing opportunities  for  their  creative  talents  in  the  public  informa- 
tion office  of  a  military  installation. 

It  goes  without  saying  that  the  young  serviceman's  primary 
duty  is  to  become  an  efficient  soldier,  sailor,  airman  or  marine.  Cer- 
tainly, his  basic  training  is  concentrated  entirely  on  learning  the 
elements  of  modern  warfare.  His  mission  is  to  learn  how  to  defend 
his  country,  should  the  need  arise.  But  the  armed  forces  are  vast  in 
size  and  scope  and  they  cover  almost  every  conceivable  type  of  activ- 
ity, from  buying  food  to  flying  jets.  Public  information  is  one  of  its 
many  missions.  But  the  personnel  allotted  to  public  information 
duties  is  a  tiny  fraction  of  the  military  force  and  cannot  possibly 
begin  to  include  every  young  man  or  woman  with  broadcasting 
experience.  The  writer  who  cannot  obtain  a  public  information  berth 
while  in  uniform  should  certainly  not  act  frustrated.  If  he  is  truly 
a  writer,  then  every  experience  he  undergoes,  pleasant  or  unpleasant, 
is  grist  for  his  mill.  He  will  find  that  the  more  varied  his  experience,, 
the  more  he  has  to  draw  upon  for  his  creative  output. 
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THE    RECRUITING    PROGRAM 

The  majority  of  the 
military  programs  are  devoted  to  recruitment,  and  almost  all  of  the 
recruiting  programs  are  musical  in  format.  On  the  local  level,  they 
may  be  simply  a  series  of  quarter-hour  recordings  interspersed  with  a 
couple  of  recruiting  announcements.  On  the  regional  level,  the  pro- 
grams may  at  times  be  more  ambitious,  such  as  a  documentary  series 
on  the  opportunities  available  in  the  Women's  Army  Corps.  Network 
programs  have  been  produced  using  a  vocalist  backed  by  one  of  the 
official  bands  or  a  dance  unit  from  the  band,  such  as  the  "Eddie 
Fisher  Sings"  series,  produced  when  that  young  singing  star  was 
serving  his  stint  in  the  Army.  This  latter  program  series  illustrates 
another  aspect  of  talent  available  to  the  armed  services,  courtesy  of 
the  draft  or  enlistment. 

The  writer  for  government-produced  recruiting  programs  finds 
himself  handling  mainly  two  types  of  copy:  spot  announcements 
and  musical  continuity. 

In  respect  to  musical  continuity,  the  principles  expressed  in 
Chapter  1 1  apply  equally  to  government  programs.  However,  the 
approach  to  recruiting  announcements,  although  they  have  some 
elements  in  common  with  commercial,  and  the  general  run  of  "pub- 
lic interest"  announcements,  must  be  unique.  Recruiting  announce- 
ments are  selling  careers,  not  products.  Each  military  service  also 
has  its  own  particular  assets  and  liabilities.  The  copywriter  should 
be  furnished  with  adequate  research  in  order  to  combat  negative 
reactions. 

Today,  careers  in  the  service  are  open  to  women  as  well  as  men. 
It  must  be  remembered,  however,  that  all  women  who  join  the  serv- 
ice do  so  on  a  voluntary  basis,  that  is,  they  enlist.  Therefore,  the 
writer's  approach  to  campaigns  for  recruitment  of  servicewomen  must 
vary  somewhat  from  that  of  recruitment  of  men.  We  must  consider, 
also,  that  some  segments  of  the  population  are  still  opposed  to 
women  serving  in  the  armed  forces.  During  the  Korean  conflict,  an 
Advisory  Committee  on  Women  in  the  Service  was  formed  by  the 
then  Assistant  Secretary  of  Defense,  Anna  M.  Rosenberg.  The 
dynamic  drive  of  Mrs.  Rosenberg  and  the  presence  on  the  Com- 
mittee of  the  distinguished  actress,  Helen  Hayes,  gave  impetus  to 
the  creation  of  several  radio  and  television  scripts  on  the  role  of 
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women  in  the  service.  This  author  had  the  good  fortune  to  write 
and  produce  programs  in  which  both  these  remarkable  women  par- 
ticipated. One  of  the  more  successful  programs  was  a  radio  docu- 
mentary entitled  "A  Letter  to  Joan,"  originally  broadcast  over  the 
Mutual  network  and  then,  due  to  innumerable  requests,  made  avail- 
able via  transcriptions  to  every  radio  station  in  the  United  States. 


THE    ARMED    FORCES    RADIO    AND 
TELEVISION    SERVICE 

Wherever  American 
servicemen  and  women  are  stationed  overseas,  radio  goes  with  them. 
Currently,  Armed  Forces  television  stations  are  beginning  to  make 
their  appearance  even  in  remote  outposts.  Broadcasting  to  the  troops 
overseas  via  their  own  radio  stations  began  about  January,  1943, 
when  low-powered  transmitters  were  made  available  in  some  quan- 
tity. In  this  way,  the  network  programs,  so  familiar  to  the  fight- 
ing men  when  they  were  back  home,  reached  them  on  the  continent 
of  Europe  and  on  the  islands  of  the  Pacific.  The  morale  value  of 
these  programs  was  incalculable. 

The  broadcasting  industry  cooperated  wholeheartedly  then,  as 
it  still  does  today,  in  making  all  its  radio  programs  available,  sans 
commercials.  It  is  evident  that  a  Marine  sweating  it  out  on  Guadal- 
canal would  hardly  have  appreciated  an  exhortation  to  stop  at  the 
neighborhood  grocery  for  a  carton  of  coke!  However,  there  appears 
to  be  a  modicum  of  truth  to  the  claim  that  many  of  the  troops  would 
have  preferred  the  programs  intact  with  commercials.  Certainly,  the 
programs  would  sound  more  like  home.  Nevertheless,  the  practice 
of  deleting  commercials  from  radio  programs  for  overseas  rebroadcast 
still  continues  today.  It  is  interesting  to  note  that  television  programs, 
on  the  contrary,  are  shipped  overseas  with  commercials  intact.  The 
practical  reason  is  that  it  entails  too  much  expense  to  attempt  to 
delete  commercials  from  television  kinescopes. 

We  must  assume  that  as  long  as  the  world  continues  in  a  "cold 
war"  status,  the  size  of  our  military  forces  will  remain  comparatively 
large.  Our  troops  will  be  stationed  in  many  corners  of  the  world, 
either  on  occupation  duty,  or,  for  defensive  purposes,  at  many  stra- 
tegic outposts.    Since  broadcasting  has  proved  itself  an  unparalleled 
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morale  factor  in  bringing  entertainment  and  information  to  service 
personnel,  it  is  safe  to  predict  that  radio  and  television  stations  will 
always  be  available  to  our  overseas  contingents.  As  of  this  writing, 
there  are  some  140  Armed  Forces  radio  facilities  in  existence.  A 
precise  figure  for  television  stations  cannot  be  given  since  many  are 
still  either  in  the  planning  or  construction  stage. 

Many  of  these  overseas  stations  are  individual  broadcasters  such 
as  the  radio  station  at  Asmara,  Eritrea.  Others  form  part  of  various 
networks,  such  as  the  American  Forces  Network  in  Europe  (AFN), 
the  Far  East  Network  (FEN),  the  American  Forces  Korea  Network 
(AFKN),  and  the  Caribbean  Forces  Network  (CFN).  Although 
the  bulk  of  the  schedule  of  these  stations  is  devoted  to  rebroadcast  of 
programs  from  the  United  States,  there  is  a  good  deal  of  original,  local 
programming.  Both  the  network  in  Europe,  with  its  headquarters  in 
Frankfurt,  and  the  Far  East  Network,  with  its  headquarters  in  Tokyo, 
have  civilian  writers  on  their  staffs.  These  writers  are  hired  through 
the  civil  service  and  are  under  the  jurisdiction  of  the  Troop  Infor- 
mation Divisions  of  the  various  military  services.  Military  personnel 
at  these  stations  are  classified  as  broadcast  specialists,  and  may  be 
writers,  producers  or  announcers. 

The  programs  produced  locally  vary  from  on-the-scene  pickups 
of  maneuvers  to  full-scale  historical  dramatizations.  A  Signal  Corps 
anniversary  may  provide  the  inspiration  for  a  half-hour  drama  which 
portrays  the  development  of  communications  in  the  Army.  Or  a 
dramatized  documentary  will  deal  with  the  "Code  of  Conduct."  The 
American  Forces  Network  in  Europe  produced  several  weekly  series 
of  radio  dramas  and  documentaries,  among  which  were  "Command 
Theater,"  "Assignment  in  Europe"  and  "You  in  Europe." 

Many  of  the  "Command  Theater"  productions  were  based  on 
Troop  Information  Pamphlets,  such  as  the  one  entitled  "Defense 
Against  Enemy  Propaganda."  An  excerpt  from  the  "Command 
Theater"  production  is  given  below. 

Sound:    battle  noises,  up  and  fade  under 

Narrator:    The  sounds  of  the  battlefield  are  not  pleasant  sounds  .  .  . 

Sound:  battle  noises  up  and  fade  under 

Narr:    The  sounds  of  the  battlefield  are  loud  .  .  .  and  menacing  .   .  . 

Sound:   whistle  and  boom  of  dropped  bomb 

Narr:    .   .   .  and  insistent  ,   .   . 

Sound:    machine  gun 

Narr:    .   .   .  and  deadly.   .   .   . 
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Sound:    dead  silence,    long  pause. 

Narr:  Have  you  ever  heard  the  sounds  of  the  other  battlefield?  Not  so 
loud,  perhaps  .  .  .  nor  so  menacing  .  .  .  nor  so  insistent  .  .  .  but, 
yes  .  .  .  just  as  deadly!  More  than  one  war  has  been  won  ...  or 
lost  ...  on  this  .  .  .  the  other  battlefield! 

Music :    theme 

Anncr:    Command  Theater! 

Music:    theme 

Anncr:  Welcome  to  Command  Theater  ...  a  weekly  radio  theater  of 
drama  and  high  adventure,  reflecting  the  events,  both  past  and 
present,  which  make  up  the  exciting  history  of  our  times.  Listen 
now  to  "The  Other  Battlefield,"  tonight's  presentation  on  Command 
Theater. 

Music:    ominous-type  curtain 

Narr:  The  other  battlefield.  It's  quiet  on  the  other  battlefield.  The 
bomber  and  the  bazooka  .  .  .  the  machine  gun  and  the  mortar  .  .  . 
their  harsh  voices  are  not  to  be  heard  here.  Occasionally,  one  hears 
the  restless  chatter  of  the  typewriter,  or  the  ubiquitous  voice  of  the 
radio  .  .  .  but  even  these  are  not  necessary.  Wars  have  been  won 
and  lost  on  this  battlefield  with  little  more  than  a  whisper  .  .  . 
(fade) 

Spy  #1:  (whispering)  Your  Majesty,  it  is  a  sight  one's  eyes  can 
scarce  believe  .  .  .  they  are  more  like  monsters  than  men  .  .  .  (fade) 

Narr:  More  than  seven  hundred  years  ago,  one  of  the  greatest  con- 
querors the  world  has  ever  seen  set  loose  his  Mongol  forces  against 
Europe  and  the  Near  East.  This  Asiatic  invasion  sent  a  shudder  of 
fear  throughout  the  Western  World.  Temujin  ...  or  Ghengis 
Khan,  as  we  know  him  .  .  .  was  reputed  to  have  at  his  command 
limitless  hordes  of  wild  Tartar  Horsemen,  ready  to  flood  the  world 
in  a  tidal  wave  of  fierce  attacks. 

Music:    very  short  bridge 

Narr:  Noxv,  we  know  that  Ghengis  Khan  did  not  have  such  a  huge 
army  at  his  disposal.  But  he  knew  how  to  fight  his  war  on  the  other 
battlefield.  And,  so  .  .  .  when  the  worried  rulers  of  the  West  sent 
spies  into  the  camp  of  Temujin,  the  whispering  began.  And  when 
the  agents  returned  to  give  their  reports,  the  whispering  con- 
tinued .   .   . 

Spy  #1:  (whispering)  .  .  .  And  they  look  like  wrestlers,  sire  .  .  . 
they  breathe  nothing  but  war  and  blood,  and  show  so  great  an 
impatience  to  fight,  that  the  Generals  can  scarce  moderate  it  .  .  . 

Spy  #2:  (interrupting,  also  in  a  whisper)  .  .  .  And  yet,  sire, 
though  they  appear  thus  fiery,  they  keep  themselves  within  the 
bounds  of  a  strict  obedience  to  command,  and  are  entirely  devoted 
to  their  prince  .   .   . 
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Spy  #1:  (as  above)  .  .  .  And  they  are  contented  with  any  sort  of 
food  .  .  .  they  are  not  particular  in  the  beasts  they  eat,  like  the 
Mohammedans.  They  eat  not  only  swine's  flesh,  your  Majesty,  but 
feed  upon  wolves,  bears,  and  dogs,  when  they  have  not  other 
meat  .   .   . 

Spy  #2:  (as  above)  .  .  .  And  as  to  their  number,  sire,  Ghengis 
Khan's  troops  seemed  like  the  grasshoppers,  impossible  to  be  num- 
bered! 

Music:    bridge  and  mood,    hold  under 

Narr:  Ghengis  Khan's  troops  frequently  were  numerically  inferior  to 
those  of  their  opponents.  They  often  had  poorer  equipment.  Yet, 
they  overran  nearly  all  of  Europe.  For  they  faced  a  frightened 
enemy.  Ghengis  Khan  had  already  won  the  war  ...  on  the  other 
battlefield! 

Although  overseas  productions  permit  of  a  wide  latitude  so  that 
the  writer  may,  for  example,  dramatize  the  short  stories  of  Edgar 
Allan  Poe,  the  productions  are  generally  concerned  with  military 
activities.  Dramatizing  information  pamphlets,  such  as  the  example 
quoted  above,  offers  a  challenge  to  the  writer  to  present  a  militarily 
important  message  in  an  interesting  and  palatable  form. 

He  must  try  to  present  a  point  of  view  without  preachment.  He 
is  precisely  in  the  same  position  as  any  stateside  writer  in  creating  a 
vehicle  that  will  attract  and  hold  attention.  The  serviceman  may 
have  only  one  kilocycle  or  channel  to  tune  in,  but  there  is  nothing  to 
prevent  him  from  tuning  out.  Therefore,  the  overseas  writer,  al- 
though he  may  be  somewhat  limited  in  subject  matter,  must  be  fully 
cognizant  of  all  the  basic  principles  that  make  for  good  radio  or  tele- 
vision programming. 


"The   Army   Hour" 

In  September, 
1953,  "The  Army  Hour"  radio  series  was  revived  in  a  somewhat 
different  format  from  that  of  its  predecessor.  There  were  more 
entertainment  features  on  this  new  edition  than  its  World  War  II 
counterpart.  It  was  now  a  production  of  the  Troop  Information 
Division  broadcast  on  all  Armed  Forces  stations  overseas.  Soon  after 
its  inception,  a  request  was  made  by  the  Mutual  Broadcasting  System 
for  rebroadcast  of  "The  Army  Hour"  stateside.    This  was  rather  a 
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reversal  of  the  usual  situation  but  it  meant  that  the  program  was  now 
truly  being  broadcast  world-wide. 

The  format  of  "The  Army  Hour"  generally  includes  two  re- 
corded "documents,"  culled  from  the  many  tapes  which  come  from 
far-flung  Army  installations  to  the  Troop  Information  headquarters 
at  the  Pentagon.  These  "documents,"  which  may  vary  from  inter- 
views with  Hungarian  refugees  at  Camp  Kilmer  to  a  reporter's  eye- 
witness account  of  the  firing  of  a  guided  missile,  form  the  body  of 
the  program.  The  entertainment  frame  includes  selections  by  the 
official  military  bands  and  choruses  and  a  weekly  feature,  called 
"Guest  House,"  on  which  appear  outstanding  entertainers  currently 
in  the  Army. 

Since  the  tape  recorded  "documents"  are  generally  extempora- 
neous, the  usual  continuity  for  the  program  consists  of  introductions 
to  the  musical  selections,  and  background  material  concerning  the 
time,  place  and  significance  of  the  "documents."  However,  on  many 
occasions  special  programs  are  written  such  as  those  in  observance 
of  the  Army's  anniversary.  Since  large  dramatic  casts  are  not  avail- 
able, the  script  format  is  that  of  a  dramatic  narrative  with  appropriate 
musical  background.  One  of  the  recent  Army  anniversary  programs, 
written  by  "Army  Hour"  scripter  David  B.  Eskind,  and  narrated  by 
screen,  stage  and  TV  star  Dane  Clark,  was  awarded  the  Freedoms 
Foundation  Honor  Medal  as  "an  outstanding  achievement  in  helping 
to  bring  about  a  better  understanding  of  the  American  way  of  life." 
Although  restricted  to  the  use  of  one  voice  for  the  half-hour  program, 
the  broadcast  had  a  powerful  impact  thanks  to  the  combination  of  a 
sensitively  written  script  and  the  perceptive  delivery  of  the  narrator. 

The  script  tells  the  story  of  the  soldier  from  the  days  of  Valley 
Forge  to  the  present.   This  is  the  opening: 

Music:    tympany  roll,     sustain  under 

Narr:     I  am  the  men  born  of  freedom  and  bred  in  liberty.  .  .  . 

I  am  the  men  of  a  hundred  million  names  who  marched  to  war 

and  came  home  again.   .    .   . 
I  am  the  lost  and  nameless  men  who  fell  somewhere  along 

the  way.    .    .    . 
I  am  the  American  soldier! 

MUSIC:     BIG    STING.      THEN,    THE    REVOLUTIONARY    WAR    THEME.      ES- 
TABLISH   AND    UNDER 

Narr:     Today,  April  19,   1775  —  the  long  tension  is  ready  to 

break.    The  word  has  come:   the  British  are  marching  on 
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Lexington.    My  choice  is  clear;  I  would  make  no  other, 
for  — 

My  forefathers  came  to  this  country 

To  establish  a  land  for  the  free. 

So  my  heart  knows  only  one  thing  to  do. 

If  an  honorable  man  I  would  be, 

Is  to  walk  this  land  with  head  held  high 

For  the  blood  that  runs  in  me. 
At  Lexington  we  say  farewell  to  some  of  our  slain 
Minutemen,  but  at  Concord  the  enemy  leaves  200  dead 
on  the  field  of  battle. 

MUSIC:     UP    BRIEFLY    AND    UNDER 

Narr:     It  is  June  —  I  am  at  Bunker  Hill. 

Twice  they  storm  us;  twice  we  exact  a  fearful  price. 

Again  they  come  —  and  now,  out  of  powder,  we  are  beaten 

back.    And  so,  the  long  road  of  fight-and-retreat  begins. 

At  Quebec  —  disaster.    At  Long  Island  —  defeat. 

Northward  now  —  under  General  Washington's  command: 

Harlem  Heights  .   .   .  White  Plains  .   .   .  Fort  Washington  — 

humiliating  delaying  actions  all. 
Christmas    of    '76  —  the    tide    turns.     With    Washington    we 

cross  the  ice-ridden  Delaware  and  take  Trenton. 
The   New  Year  begins  well:    on  January   3,   Trenton  is  ours. 

The  story  continues  in  this  narrative  vein:  the  War  of  1812, 
the  Mexican  War,  the  Civil  War,  the  Spanish  American  War,  World 
War  I  and  II  and  then  Korea. 

Music:    Korean  war  theme,  then  under 
Narr:     July   1,    1950  —  Korea. 

I  am  the  American  Soldier  —  the  Regular,  the  recalled  veteran, 
the  draftee, 

Fighting  again  —  against  the  Communists  in  North  Korea. 

MUSIC:     UP    VERY    BRIEFLY,    THEN  UNDER 

Narr:     July  4th  —  we  meet  the  enemy  for  the  first  time  at  Osan  .  .  . 
Then  land  unopposed  at  Pohang.    .   .   . 
Two  days  later  we  withdraw  from  Taejon. 
And  General  Dean  is  listed  as  missing  in  action. 
Hemmed  in  at  Taegu.    We  are  reinforced  at  the  last  desperate 
moment;   with   a   major   landing   at   Inchon,   we   begin   a 
steady  pushing  back  of  the  invaders: 
We  retake  Seoul  .  .  .  cross  the  38th  parallel, 
And  capture  Pyongyang,  the  capital  of  North  Korea. 
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Now  in  November,  we  meet  a  strong  counter-offensive 

As  the  Chinese  Communists,  with  24  divisions  enter  the  con- 
flict. 

Thru  December  we  steadily  fall  back  under  increasing  pres- 
sure .   .   . 

Pyongyang  is  abandoned  .   .   .  and  we  fight  out  of  a  trap  at 
Changjin  Reservoir.    .   .   . 

Against  terrific  odds,   in   bitter  cold,   we   march   and   fight   60 
miles  along  a  narrow,  dangerously  steep  road.   .   .   . 

At  Hungnam  a  hundred  thousand  soldiers,  and  as  many  civil- 
ians, are  evacuated  by  sea.  .  .  . 

New  Year's  Eve,  the  Communists  launch  a  general  offensive, 

And,  badly  outnumbered,  we  give  up  the  capital  city  of  Seoul. 
Music:    up  briefly  and  under 

Narr:     The  Communists  continue  to  advance  —  south,  west,  and  thru 
the  center. 

But  in  "Operation  Killer"  we  gradually  roll  them  back,  retake 
Seoul  on   March    14. 

And  cross   the  parallel  north  of  Chunchon  in   force. 

Then  as  they  unleash  their  spring  offensive  on  a  hundred-mile 
front, 

Hwachon  falls  .  .  .  then  Nunsan  —  the  enemy  is  7  miles  from 
Seoul. 

But  in  June  we  turn  loose  our  own  offensive. 

Exacting  a  ghastly  toll  of  a    100,000   casualties,   and    12,000 
prisoners. 

There  is  talk  now  of  peace  negotiations,  but  also  reports  of 
large  Communist  reinforcements, 

So  we  continue  the  attack  around  Kumson.   .   .   . 

Fierce  fighting  for  Little  Gibraltar  and  The  Punchbowl.   .   .   . 

And   when   we   take   "Heartbreak   Ridge,"   we   say   it   is   aptly 
named  .  .  .  for  the  many  lives  it  cost. 

December   now  —  mostly   company-size   actions, 

But  we  patrol  continuously  — 

While  we  wait  and  hope   .   .   .  for  peace. 

Finally,  the  official  word  has  come: 

Yesterday  —  Sunday,  July  26  —  the  Armistice  was  signed, 

And  now,  in  just  a  few  more  seconds,  at  ten  hundred  hours, 
Tokyo  Time  — 

Fighting  will  cease.   .   .   . 

It  is  almost  here:  ten  .  .  .  nine  .  .  .  seven  .  .  .  four  .  .  .  three 
.  .  .  two  .  .  .  one  — 

The  fighting  in  Korea  is  over! 
Music:    up  to  close,  segue  to  final  theme,  hold  under 
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Narr:  From  Lexington  and  Concord  to  Panmunjom  .  .  . 
I  have  served  my  country  in  the  cause  of  freedom, 
And,  to  have  and  to  hold,  now  and  forever  — 

I  serve  her  still, 
For  —  I  am  The  American  Soldier! 

Music:    up  to  close 


THE    MILITARY    AUDIENCE 

It  may  appear  at 
first  glance  that  the  overseas  military  audience  is  a  unique  body. 
Actually,  it  is  not.  It  is  composed  of  Americans  of  varying  ages: 
youngsters,  fresh  out  of  high  school,  or  with  only  a  smattering  of 
education,  career  non-coms  with  their  families,  lieutenants  on  their 
first  tour  overseas,  officers  with  ten  to  thirty  years'  service  bringing 
their  families  with  them.  They  enjoy  "Gunsmoke"  in  Heidelberg  or 
Sendai  just  as  much  as  they  did  in  Milwaukee  or  Brooklyn. 

The  hillbilly  fans  are  as  populous,  percentage-wise,  on  Okinawa 
as  they  are  in  the  United  States.  The  tours  overseas  have  brought 
many  new  experiences  to  the  serviceman  but  his  program  tastes  have 
remained  unchanged.  And  of  one  thing  the  writer  may  be  certain: 
if  the  program  is  dull,  the  American  serviceman  will  simply  flick  the 
switch.  He  is  no  slave  to  any  ideology.  He  will  listen  to  his  radio  or 
watch  his  TV  set  because  he  wants  to  and  not  because  he  is  forced  to. 


THE    VOICE    OF    AMERICA 

Less  than  three 
months  after  the  infamous  attack  at  Pearl  Harbor,  the  Voice  of 
America  began  its  historic  short-wave  broadcasts  from  one  tiny  studio. 
The  date  was  February  24,  1942,  and  that  first  broadcast  was  di- 
rected to  the  German  people. 

Today,  the  Voice  of  America  (VOA)  is  the  radio  arm  of  the 
United  States  Information  Agency  (USIA).  It  has  more  than  a 
dozen  specially  designed  studios  in  Washington.  It  broadcasts 
"around  the  clock  and  around  the  globe"  in  forty-three  languages. 
It  produces  some  forty  program  hours  of  direct  short-wave  broad- 
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casts  each  day  beamed  to  penetrate  the  Iron  and  the  Bamboo  Cur- 
tains. By  presidential  directive,  its  mission  is  to  inform  all  peoples 
throughout  the  world  of  the  policies  and  objectives  of  the  United 
States  government  and  to  counter  the  distortions  of  hostile  propa- 
ganda. 

The  USIA  uses  every  communication  medium  to  bring  the  truth 
about  America  to  other  nations.  However,  except  in  rare  instances, 
the  only  way  to  reach  the  countries  behind  the  curtains  is  by  radio. 
That  explains  why  7  5  per  cent  of  the  Voice's  direct,  short-wave  broad- 
casts are  beamed  to  Communist-controlled  countries.  Most  of  these 
broadcasts  are  factual  news  reports.  Naturally,  since  these  newscasts 
must  be  voiced  in  the  language  of  the  country  to  which  they  are 
directed,  a  large  part  of  the  Voice's  staff  is  composed  of  linguists. 

However,  there  are  seven  English  broadcasts  daily  prepared  by 
writer-producers  or  writer-announcers.  Most  of  the  newscasts  for  the 
foreign  language  programs  are  originally  written  in  English  and 
then  translated.  Major  wire  services  are  available  to  the  VOA,  in- 
cluding a  direct  line  to  the  United  Nations.  In  addition,  the  Voice 
has  its  own  reporters  and  commentators  to  supplement  the  services 
of  the  Press  Associations. 

Television 

In  1954,  the  USIA 
began  its  television  activities  in  earnest.  Before  that  time,  most  of 
the  broadcast  activities  were  devoted  to  radio  which  still  carries  the 
lion's  share  of  programming.  However,  with  the  tremendous  upsurge 
of  TV  in  this  country  and  the  growth  of  television  stations  in  over- 
seas areas,  the  USIA  could  now  turn  its  attention  to  the  utilization  of 
this  new  and  powerful  medium  of  communication.  Experienced 
television  personnel  were  available  in  this  country,  and  transmitters 
and  receivers  were  appearing  with  some  rapidity  overseas. 

The  first  phase  of  USIA  television  programming  consisted  of 
weekly  newsreels  and  a  number  of  commercial  and  public  interest 
programs,  such  as  "Industry  on  Parade,"  "World  Through  Stamps," 
"The  Firestone  Hour,"  etc.,  which  could  be  adapted,  readily,  for 
overseas  presentation.  All  commercials  were  eliminated  so  that  the 
"Firestone  Hour,"  for  example,  became  "Concert  of  the  Air." 

1955  was  the  transition  year  for  USIA.  Its  television  activities 
expanded   greatly.     Many  original  productions  were  planned   and 
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presented.  One  of  the  most  successful,  thus  far,  is  a  monthly  series 
called  "Report  from  America"  and  produced  under  contract  with  the 
National  Broadcasting  Company.  It  is  a  people's-eye-view  of  life  in 
the  United  States,  the  everyday  problems  of  everyday  people;  their 
jobs,  their  common  interests,  the  highways  they  motor  on,  the  traffic 
jams  they  gripe  about,  the  smog  in  Pittsburgh  and  what's  being  done 
about  it.  "Report  from  America,"  first  presented  as  a  regular  series 
on  the  BBC,  elicited  so  many  favorable  comments  that  the  programs 
may  be  expanded  to  reach  additional  audiences  via  French,  Italian, 
Spanish  and  Portuguese  productions. 

A  "Latin-American  Round  Table"  which,  as  its  name  implies, 
is  a  discussion  program,  has  been  filmed  for  distribution  to  our 
southern  neighbors.  Nationals  of  the  various  Latin-American  coun- 
tries participate  in  discussions  of  subjects  of  mutual  interest. 

Other  types  of  programs  include  a  series  in  which  a  foreign 
commentator  reports  back  to  his  native  country  his  observations  of 
the  American  scene.  This  may  take  the  form  of  a  documentary  on 
elementary  education  with  the  reporter  actually  visiting  American 
schools  and  talking  with  teachers,  pupils  and  parents. 

The  potential  of  TV  in  presenting  the  story  of  America  is  so 
vast  and  exciting  that  it  is  impossible  to  predict  at  this  early  stage 
how  tremendous  its  influence  will  be.  The  USIA's  Sixth  Review  of 
Operations  for  1956  observed  that  "To  reach  a  television  audience 
estimated  at  40  million  persons,  USIA  supplied  more  than  460  TV 
programs  for  telecast  by  150  stations  in  the  free  world.  The  pro- 
grams included  news  and  special  events,  adaptations  of  domestic 
shows  and  34  original  productions." 


News 

The  VOA  news- 
room is  organized  in  the  same  manner  as  any  network  operation. 
Although,  as  we  have  stated,  the  VOA  does  make  use  of  the  major 
wire  services,  it  has  its  own  house  wire  service  with  its  own  editors, 
rewrite  men,  and  reporters.  These  reporters  cover  the  White  House, 
and  also  the  news  conferences  of  any  Executive  Agency  which  may 
furnish  items  of  international  import.  VOA  reporters  are  stationed 
at  the  "Hill"  to  cover  the  Congressional  sessions,  and  they  are  also 
present  at  the  all  important  Summit  meetings. 

Staff  functions  vary  in  importance  and  in  pay  much  as  they 
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would  in  private  industry.  There  are  writers  whose  job  it  is  to  cull 
the  daily  newspapers  and  summarize  editorial  opinion.  There  are 
cub  reporters  who  begin  with  the  more  routine  assignments.  Top 
reporters  cover  important  "beats"  such  as  the  White  House.  Rewrite 
men  and  editors  polish  the  copy  for  the  VOA's  house  wire  service. 

The  VOA  newsroom  is  a  busy  place  where  activity  never 
ceases.  Three  shifts  keep  the  newsroom  humming  twenty-four  hours 
a  day,  seven  days  a  week. 

Talks  and  features 

In  this  branch, 
writers  supply  basic  commentaries  and  features  to  each  language 
service  which,  in  turn,  selects  those  most  suitable  for  its  area.  These 
commentaries  and  features  explain  the  official  policies  and  objectives 
of  the  government  and  implement  the  basic  themes  of  the  USIA  such 
as  "Peaceful  Use  of  the  Atom,"  "People's  Capitalism,"  and  "The 
President's  Aerial  Inspection  Plan."  The  following  commentary, 
"Power  for  Peace,"  is  typical. 

"Power  for  Peace" 

Anncr:    And  now,  here  is  with  a  comment  on  the  news: 

Comm  :  The  closing  of  the  Suez  Canal  has  resulted  in  an  oil  shortage  in 
Western  Europe  —  a  matter  of  grave  concern  not  only  for  the 
people  of  Europe,  but  also  for  Americans.  If  Western  European 
economy  were  to  suffer  deep  damage  as  a  result  of  this  shortage, 
the  economy  of  the  whole  free  world  would  suffer.  Therefore,  it  is 
of  primary  importance  that  an  unimpeded  supply  of  fuel  be  avail- 
able to  Western  Europe,  whose  industry  plays  such  an  important 
part  in  the  economic  health  of  many  nations,  both  East  and  West. 
It  is  hoped  that  the  oil  supply  will  soon  return  to  normal,  and 
that  the  nations  of  the  Middle  East  —  by  increasing  their  defensive 
strength  —  will  be  able  to  fully  protect  the  source  of  that  supply 
from  possible  Communist  encroachment.  Nevertheless,  the  fuel 
shortage  problem  is  one  with  long-range  implications.  The  fact  of 
the  matter  is  that  conventional  sources  of  fuel,  no  matter  how  fully 
developed  or  exploited,  will  —  in  the  near  future  —  be  insufficient 
to  fill  the  needs  of  Western  Europe.  A  recent  study  by  the 
European  Organization  for  Economic  Cooperation  —  the  EOEC  — 
points  out  that  by  1975  the  situation  could  become  critical. 
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The  Suez  crisis,  then,  merely  serves  to  dramatize  a  problem  which 
Western  Europe  —  and,  eventually,  the  whole  world  —  must  face : 
the  problem  of  finding  new  sources  of  energy.  And,  long  before  the 
Suez  crisis,  many  nations  had  underway  programs  for  the  develop- 
ment of  power  from  nuclear  reactors.  An  indication  of  the  progress 
of  such  a  program  here  in  the  United  States  may  be  seen  in  tomor- 
row's (February  9)  opening  of  the  first  experimental  nuclear  power 
plant,  at  Argonne  National  Laboratory,  in  the  midwestern  state  of 
Illinois.  This  is  the  first  reactor  built  in  this  country  solely  for  the 
experimental  generation  of  electric  power.  It  is  part  of  a  broad  pro- 
gram of  power  for  peace,  which  calls  for  the  construction  —  under 
auspices  of  the  Atomic  Energy  Commission  —  of  five  different  types 
of  reactors  between  1954  and  1959. 

In  the  United  States,  nuclear  power  has  not  yet  reached  what 
economists  would  call  the  "competitive"  stage  —  that  is,  it  is  not  yet 
an  economically  feasible  or  economically  necessary  alternative  to 
coal,  oil  or  even  water  power.  In  Europe,  nuclear  power  is  "com- 
petitive." It  is  approaching  the  point  where  it  will  be  both  neces- 
sary and  scientifically  and  economically  feasible.  But  at  the  same 
time,  it  is  evident  that  the  cost  of  developing  an  atomic  energy 
industry  is  beyond  the  means  of  the  countries  concerned  if  they 
act  individually.  What  is  needed,  it  is  believed,  is  a  regional  mech- 
anism which  will  provide  Western  Europe  with  an  atomic  industry 
and  the  opportunity  to  build  an  atomic  foundation  for  the  whole 
economy. 

Americans  have  watched,  with  the  keenest  interest,  the  develop- 
ment of  the  proposed  organization  known  as  Euratom  —  by  which 
six  Western  European  countries  would  combine  to  form  an  atomic 
co-operative.  The  Foreign  Minister  of  Belgium  is  now  in  Wash- 
ington, discussing  the  possibility  of  United  States  co-operation  in 
the  program.  Earlier  this  week,  he  conferred  with  President  Eisen- 
hower, and  reviewed  the  main  fines  of  the  proposals. 

Such  proposals,  for  the  regional  application  of  nuclear  power 
toward  industrial  uses,  would  seem  to  reflect  the  spirit  of  Mr.  Eisen- 
hower's Atoms-For-Peace  program.  In  his  State  of  the  Union  mes- 
sage, last  month,  he  declared  that  the  United  States  welcomes 
European  co-operative  efforts  in  the  field  of  atomic  energy.  For 
there  can  be  little  doubt  that  Mr.  Eisenhower  —  like  many  other 
statesmen  —  sees,  in  European  integration,  at  many  levels,  one  of 
the  best  assurances  of  world  peace  and  free  world  security. 
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Special  events 

The  USIA  main- 
tains a  Central  Service  which  arranges  for  all  coverage  of  special 
events  which  have  international  significance:  a  presidential  election, 
a  trade  fair,  an  art  exchange  program.  The  event  may  be  of  special 
interest  to  an  individual  country.  For  example,  if  a  German  movie 
star  were  to  appear  in  a  Broadway  production,  arrangements  could  be 
made  by  the  Central  Service  for  a  German  language  specialist  to 
conduct  an  interview  with  the  star. 

Package   programs 

In  some  instances, 
the  USIA  will  contract  with  a  writer  to  prepare  an  entire  series  on  a 
particular  subject,  let  us  say,  the  peaceful  use  of  the  atom.  Or 
perhaps  the  package  may  be  a  series  of  dramatic  programs.  These 
programs  generally  are  of  greater  length  than  those  used  on  the 
regular  language  service.  They  are  packaged  for  placement  in  a 
specific  country,  or  countries,  where  the  Agency's  overseas  officer  may 
be  able  to  obtain  more  air  time  over  the  native  station. 

Special  services 

For  some  time 
now,  the  VOA  has  been  broadcasting  a  music  series  under  the  simple 
but  expressive  title  of  "Music  —  USA."  This  is  a  two-hour  program 
of  "pop"  and  jazz,  the  VOA's  only  regular  music  program.  In  order 
to  avoid  possible  distortions  by  short-wave  atmospheric  conditions, 
tapes  of  "Music  —  USA"  are  sent  to  relay  bases  within  easy  reach  of 
the  foreign  countries.  Evidently,  there  are  "pop"  fans  and  "bop" 
fans  everywhere,  including  the  iron  curtain  countries,  for  "Music  — 
USA"  averages  a  thousand  letters  a  month! 

Religious  programs  are  broadcast  in  each  language  on  Sundays 
and  on  denominational  holidays. 

Language  services 

Each  language 
service  is  a  small  radio  station  in  itself.    It  does  its  own  programming 
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and  has  a  designated  number  of  hours  assigned  to  it  each  week.  Its 
major  source  of  programming  comes  from  the  News  Branch  and  the 
Talks  and  Features  Branch  so  that  the  primary  job  of  the  foreign 
language  writers  is  that  of  selection,  adaptation  and  translation. 
These  writers  may  have  to  make  major  changes  in  the  copy  provided 
them  in  order  to  meet  the  requirements  of  the  specific  area.  They 
may  take  the  basic  idea  and  write  completely  new  copy  or  prepare 
scripts  of  their  own. 

As  you  can  understand,  the  foreign  language  writers  are  highly 
specialized.  They  must  be  well  versed  in  the  language  of  the 
country  to  which  the  broadcasts  are  beamed.  Many  of  these  writers 
are  foreign  born  or  first  generation  Americans. 

The  writer 

There  are  many  in- 
teresting and  challenging  career  opportunities  for  the  writer  both 
with  the  USIA  in  the  United  States  and  overseas  where  the  Agency 
is  known  as  the  United  States  Information  Service  (USIS).  For  job 
requirements,  the  reader  is  referred  to  the  International  Informa- 
tion Specialist  Examination,  issued  by  the  United  States  Civil 
Service  Commission.  On  assignment  to  the  USIA,  the  writer  faces 
no  problem  of  having  something  to  say.  Every  line  he  writes  is  a 
message  in  itself.  He  is  a  warrior  whose  greatest  weapon  is  the 
truth.  He  will  find  that  his  factual  newscasts  are  termed  "dis- 
tortions" by  the  Communist-controlled  radio  and  his  on-the- 
scene  documentaries  labeled  "vile  propaganda."  But  these  verbal 
castigations  are  high  praise  to  the  writer  for  he  knows  he  has  hit 
home. 

His  scripts  also  face  a  technical  obstacle  known  as  "jamming," 
a  method  by  which  a  Communist  radio  station  transmits  on  the 
same  frequency  in  order  to  make  the  broadcast  unintelligible.  But 
the  VOA  has  its  own  devices  to  overcome  "jamming"  and  the  proof 
of  their  success  lies  in  the  many  thousands  of  letters  and  word-of- 
mouth  underground  that  bear  ample  testimony  to  the  program's 
penetration. 

The  USIS  radio  or  television  officer  may  find  himself  stationed 
in  any  of  a  hundred  different  countries.  His  job  overseas  calls  for 
both  knowledge  and  diplomacy.  He  will  work  closely  with  the  native 
broadcasters  in  placing  the  specially  packaged  radio  and  television 
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programs  and  in  assisting  the  station  staff  with  any  of  its  production 
or  writing  problems.  He  will  also  write  and  produce  programs  of  his 
own  for  local  consumption :  perhaps  a  newscast  of  particular  interest 
to  that  area  or  he  may  prepare  a  series  of  interviews  with  officials  of 
his  own  embassy  and  with  the  native  population.  For  a  writer,  this 
opportunity  to  get  to  know  a  foreign  country  and  its  people  intimately 
is  an  invaluable  experience. 


INFORMING    THE    FARMER 

The  farmers,  in- 
dispensable to  the  nation's  welfare,  have  their  special  problems,  their 
specific  requirements.  And  ever  since  its  establishment  in  1862,  one 
of  the  prime  missions  of  the  Department  of  Agriculture  has  been  to 
keep  the  nation's  farmers  informed  of  any  new  developments  that 
will  make  their  task  of  tilling  the  soil  less  burdensome  and  more 
productive. 

As  radio  transmitter  towers  sprang  skyward  in  state  after  state, 
in  urban  and  rural  communities,  the  Department  of  Agriculture  took 
advantage  of  this  new  medium  to  reach  every  farmer  no  matter  how 
remote  his  situation.  In  1928,  the  National  Broadcasting  Company, 
in  cooperation  with  the  Department,  produced  the  "Farm  and  Home 
Hour"  and  for  three  decades  now,  Agriculture's  Office  of  Information 
has  been  supplying  the  program  with  live  and  taped  features  and 
news  items  of  special  interest  to  farmers  and  homemakers.  For 
many  years,  the  program  has  also  been  sponsored.  A  companion 
radio  series,  "The  American  Farmer,"  has  been  scheduled  weekly  by 
the  American  Broadcasting  Company. 

Each  week  an  "RFD  Letter"  is  sent  to  hundreds  of  radio  farm 
directors,  bringing  them  news  which  is  not  readily  available  to  them 
from  other  sources. 

With  the  advent  of  television,  the  Department's  Radio  and 
Television  Service  expanded  its  activities.  Here  was  a  natural 
medium  for  teaching,  for  demonstrations,  for  reaching  farmers  with 
most  effectiveness.  Yet  the  Department  is  aware  that,  although  its 
primary  service  is  to  farmers,  a  good  deal  of  the  viewing  audience  is 
urban.  This  is  true  because  most  television  stations  are  located  in 
urban  centers.    Whenever  possible,  therefore,  scripts  are  tailored  to 
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include  items  of  interest  to  all  segments  of  the  population.  This  is 
not  too  difficult  since  food  is  of  common  interest.  With  urban  areas 
mushrooming  into  suburbia  and  extending  even  unto  exurbia,  there 
is  a  pronounced  trend  to  more  private  dwellings  with  gardens  of 
various  sorts  and  sizes.  To  these  home  dwellers,  programs  on  how  to 
grow  better  vegetables  and  how  to  get  rid  of  those  pesty,  parasitic 
insects,  should  be  welcome,  certainly  not  on  a  scale  of  interest  to 
match  the  farmer,  but  welcome,  nonetheless. 

For  concentrated  local  coverage,  the  Department  of  Agriculture 
furnishes  information  to  County  Agents  stationed  throughout  the 
country.  They  cooperate  with  the  local  radio  and  television  stations 
much  in  the  same  manner  as  do  the  military  services  Public  Informa- 
tion Officers.  For  these  County  Extension  Agents,  the  television  serv- 
ice has  prepared  a  succinct  and  very  informative  handbook,  called 
"Television  for  You,"  which  is  a  guide  for  the  presentation  of  effec- 
tive video  programs. 

In  Washington,  the  Department  of  Agriculture's  Television 
Service  prepares  a  package  series  of  programs  for  use  by  any  individ- 
ual who  is  producing  a  farm  television  program  or  series.  These 
programs  generally  run  anywhere  from  five  to  eight  minutes  in  length 
to  be  used  as  part  of  the  station's  farm  program.  Topics  range  from 
a  photo  report  on  foreign  trade  fairs  to  improved  methods  of  process- 
ing milk.  This  is  a  weekly  service  which  includes  scripts  plus  visuals. 
The  visuals  may  be  narrated  film  or,  as  many  of  them  are,  still  photos 
and  cartoons. 

The  portion  of  a  typical  film  script,  reproduced  below,  will 
give  the  reader  a  precise  picture  of  this  service. 

VIDEO  AUDIO 

Titles  The    United    States    Department   of    Agriculture 

U.S.    Department      presents  .  .  . 
of  Agriculture 
Fade  out 
Fade  in 

Beltsville  Beltsville  Newsreel! 

Newsreel 
Fade  out 

Fade  in  A  report  to  the  nation  from  the  Agricultural  Re- 

Pan  shots  of  search   Center  near  Beltsville,   Maryland.    From 

Greenhouses  the  fields,  the  laboratories,  and  the  greenhouses 

of  the  Research  Center  come  improvements  for" 
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Cut  to  46  secs. 
bus  tour  arriving 
MS-Same 


Cut  to 

cu  of  atomic 

energy  sign 
Cut  to 
1  :  10  SECS. 
Isotope 
storage  area 


Cut  to 

cu  of  danger 

SIGN 

Cut  to 

ls  in  greenhouse 

Cut  to 

1  :  53  secs. 

cu  examination 
of  soyreans 

Cut  to 

Ext  CU 

GRAFTED 

SOYBEANS 


Cut  to 

2:30   secs. 

cu  of  mounted 

PLANTS 


the  American  farmer  and  gardener.  Here  .  .  . 
near  Washington,  D.C.  .  .  .  scientists  in  every 
phase  of  agriculture  develop  new  and  better  ways 
to  produce  the  food  and  fiber  needed  by  a  grow- 
ing nation.  Fifteen  thousand  people  visited  the 
Research  Center  last  year. 

One  out  of  every  eight  came  from  a  foreign  coun- 
try. And  here  comes  another  group  by  bus.  They 
are  bankers  and  soil  conservation  district  super- 
visors from  Louisiana.  Every  year  these  bankers 
and  farmers  go  on  tour  together  to  learn  more 
about  farming.  This  summer  they  came  to  Belts- 
ville.  Let's  join  them. 
(no  audio) 


Yes,  their  first  stop  is  to  study  atomic  energy  as  a 
research  tool.  Dr.  Maurice  Fried  shows  how  radio- 
active isotopes  are  used  as  tracer  bullets  to  learn 
more  about  the  use  of  fertilizer  by  crops.  Scien- 
tists fully  understand  the  unseen  danger  of  the 
radioactive  materials  they  use  to  help  build  a 
better  agriculture. 

Here  in  the  greenhouse,  the  tagged  atoms  are  put 
to  work.  Dr.  J.  C.  Brown  is  trying  to  learn  why 
some  crops  can  take  iron  from  the  soil  .  .  .  and 
why  others  can't.  Radioactive  iron  is  added  to  the 
soil  in  these  buckets. 

Two  different  varieties  of  soybeans  are  growing  in 
the  same  soil.  One  fails  to  get  iron  from  the  soil. 
It's  a  light  yellow  .  .  .  and  stunted,  but  another 
variety  is  green  because  it  gets  enough  iron.  Dr. 
Brown  wants  to  know  why. 

Is  there  some  weakness  in  the  root  which  keeps 
one  soybean  from  getting  iron?  Or  is  the  problem 
in  the  top  growth?  These  grafts  may  answer  those 
and  other  questions.  Dr.  Brown  believes  the 
answer  will  help  farmers  solve  some  fertilizer 
problems  .  .  .  and  also  help  plant  breeders  develop 
better  soybean  varieties. 

Research  men  can  determine  how  the  plant  used 
radioactive  iron  .  .  .  through  the  use  of  X-ray  film. 
A  radioactive  plant  will  take  its  own  X-ray  picture. 
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Tilt  down 
to  X-ray  PIX 
Cut  to 

TITLE  

Keeping  plants 

Awake 

Cut  to 

2:51   secs. 

Tour 

group 


Cut  to 

Plants  inside 
greenhouse 


Cut  to 
3:30   secs. 
Plants   being 
placed  in 
LIGHT   room 

Black  curtain 
is  lowered 


Lights  off 


Door  closed 
Cut  to 


The   yellow   soybean   on   the    left   contained   no 
radioactive  iron.    So  the  X-ray  negative  on  the  left 
is  blank.   But  the  radioactive  soybean  on  the  right 
made  a  clear  picture. 
(no  audio) 


Our  visitors  stop  for  the  latest  news  on  research 
with  light  and  plants.  These  two  plants  are  the 
same  age.  But  one  is  short  .  .  .  and  is  full  of 
flower  buds.  The  other  is  tall  .  .  .  yet  shows  no 
sign  of  blooming.  Research  proved  that  you  can 
force  plants  into  flower  out-of-season  by  shorten- 
ing their  daylight  hours. 

In  the  greenhouse,  we  get  the  details.  The  short 
plants  receive  only  eight  hours  of  light.  That 
forces  them  into  early  maturity.  This  research 
gives  us  chrysanthemums  .  .  .  the  year  around. 
The  tall  plants  are  kept  awake  sixteen  hours.  .  .  . 
They  continue  to  grow.  The  two  pine  trees  are 
the  same  age,  too  .  .  .  but  doubling  the  hours  of 
light  more  than  doubled  the  height. 

Dr.  R.  J.  Downs  believes  that  pine  seedlings  may 

be  grown  faster  ...  by  placing  lights  over  outdoor 

seedbeds.    But  more  research  is  needed. 

It's  time  to  put  the  short  plants  to  bed  .  .  .  while 

the  tall  plants  are  kept  growing  under  ordinary 

light  bulbs  for  eight  more  hours  behind  the  black 

curtain. 

The  short  plants  will  sleep  .  .  .  for  sixteen  hours, 

thus  they  are  fooled  into  believing  that  the  long 

nights  of  winter  are  near. 

As  Dr.  Downs  switches  off  the  light,  some  plants 

get  ready  to  flower  .  .  .  others  slow  down  their 

growth  .  .  .  prepare  to  become  dormant  for  winter. 

Quiet,  please.    Research  plants  asleep! 
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THE    AMERICAN     NATIONAL    RED    CROSS 

The  radio-television 
activities  of  the  Red  Cross  fit  into  the  scope  of  this  chapter  because 
the  Red  Cross  is  a  quasi-governmental  agency.  Its  Board  Chairman 
is  appointed  by  the  President  of  the  United  States  and  its  functions 
are  both  national  and  international  in  scope.  There  are  hundreds 
of  chapters  throughout  the  country  aiding  the  distressed  in  local 
areas  and  coordinating  through  the  national  headquarters  in  the 
event  of  any  regional  or  national  disaster.  Most  of  us  are  prone 
to  think  of  the  Red  Cross  in  terms  of  great  national  emergencies 
and  we  may  not  be  aware  of  the  many  day-to-day  activities  of  the 
agency  that  add  to  our  health,  welfare  and  security.  These  activities 
may  vary  from  teaching  youngsters  how  to  swim,  to  helping  a  soldier 
get  home  to  a  seriously  ill  parent. 

Ninety-eight  per  cent  of  the  Red  Cross  workers  are  volunteers 
who  give  of  their  time  and  their  talent  without  stint.  But  there  are 
paid  staff  workers  at  the  national  headquarters  and  at  the  larger 
local  offices. 

The  work  of  the  Audio- Visual  Division  (Radio-TV  and  Motion 
Pictures)  has  three  main  purposes:  (1)  year-round  interpretation  of 
Red  Cross  services  at  national  and  local  levels;  (2)  recruitment  of 
volunteers;  (3)  enlisting  public  support  during  campaigns. 

The  radio-television  branch  has  for  many  years  scripted  a 
quarter-hour  dramatic  series  depicting  the  various  ways  in  which  the 
Red  Cross  services  affect  the  life  and  well  being  of  the  public.  The 
scripts  were  written  in  Washington  and  produced  in  Hollywood,  and 
the  transcriptions  were  then  made  available  to  stations  throughout 
the  nation.  The  quarter-hour  scripts  have  since  been  converted  to  a 
five-minute  dramatic  series,  in  keeping  with  the  current  trend  of 
radio  programming,  that  is,  a  preference  for  flexibility  in  scheduling 
rather  than  rigid  time  slots. 

A  monthly  television  kit  is  provided  for  individual  chapters  for 
local  placement.  These  kits  include  film  spots  running  twenty 
seconds  and  one  minute,  plus  a  slide  to  be  used  with  live  announce- 
ments. 

Although  in  some  cities  the  Red  Cross  has  joined  the  United 
Givers  Fund,  the  bulk  of  its  contributions  are  still  received  from  an 
individual  campaign  traditionally  run  during  the  month  of  March. 
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This  campaign  is  generally  kicked  off  with  an  all-network  television 
and  radio  program  on  which  the  President  of  the  United  States  and 
many  guest  stars  of  the  entertainment  world  appear. 

These  are  the  planned  activities  of  the  American  National  Red 
Cross  radio-television  branch.  But  since  disaster  often  strikes  with- 
out warning  in  many  parts  of  the  world  and  in  our  own  nation,  the 
Red  Cross  finds  itself  called  into  overnight  action  to  help  alleviate 
a  stricken  area.  It  may  be  a  flood  in  the  midwest,  an  earthquake  in 
Greece  or  a  campaign  to  assist  Hungarian  refugees.  In  these  in- 
stances, the  Red  Cross  radio  and  television  writers  supply  spot 
announcements,  films,  and  complete  scripts  to  networks  and  indi- 
vidual stations  for  the  duration  of  the  emersencv. 


THE    GOVERNMENT    CONTRACT    WRITER 

In  some  instances, 
a  government  agency  becomes  a  sponsor  with  an  advertising  agency 
serving  its  needs,  much  as  any  commercial  industry.  This  is  par- 
ticularly true  in  the  recruiting  drives.  The  military  services,  in- 
cluding the  National  Guard,  all  have  advertising  agencies  handling 
the  bulk  of  their  recruiting  promotion.  These  agencies  bid  for  the 
military  accounts  by  making  client  presentations  before  military 
boards. 

Spot  announcements,  scripts  for  musical  programs  such  as  the 
National  Guard's  "Let's  go  to  Town"  series,  are  either  written  by  the 
advertising  agency  or  by  a  production  agency  with  which  the  adver- 
tising agency  has  a  sub-contract.  The  Treasury  Department  con- 
tracts with  agencies  for  the  production  of  programs,  such  as 
"Treasury  Star  Parade,"  on  behalf  of  the  sale  of  United  States 
Savings  Bonds. 

The  Voice  of  America  often  contracts  for  scripts,  both  radio 
and  television.  These  may  be  dramatizations,  documentaries  or  inter- 
views. 

Free-lance  writers  are  also  hired  directly  by  the  government  for 
special  programs.  The  military  recruiting  services,  on  occasion, 
contract  for  free-lance  sciipts.  The  Army's  television  series,  "The 
Big  Picture,"  utilizes  contract  writers  for  its  documentaries.  The 
pattern  of  "The  Big  Picture"  scripts  is  generally  informational  or 
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dramatic  narrative.  Both  historic  film  clips  and  contemporary  on- 
the-scene  shots  are  included.  Most  of  the  programs  deal  with  a  single 
subject:  "Exercise  Arctic  Night,"  describing  paratroop  training  in 
icy  Greenland;  "The  Guns  are  Silent,"  the  story  of  soldiers  on  patrol 
duty  in  the  Demilitarized  Zone  of  Korea;  "Operation  Friendly 
Hand,"  the  reactions  of  a  young  German  girl  invited  to  live  with  an 
American  soldier's  family  for  a  month. 


SUMMARY 

We  hope  this  chap- 
ter has  given  you  a  fairly  coherent  picture  of  the  information  activi- 
ties of  your  federal  government  in  relation  to  the  broadcast  media. 
As  we  stated,  towards  the  beginning  of  this  chapter,  we  chose  only 
a  few  representative  agencies,  those  with  the  most  active  information 
programs.  To  include  each  federal  department  would  require  a 
volume  in  itself.  Practically  every  government  agency  has  an  in- 
formation staff  which  may  vary  from  one  to  a  hundred.  In  the 
smaller  agencies,  a  single  information  officer  may  have  to  handle  all 
media. 

In  most  of  the  federal  departments,  the  information  specialist's 
primary  job  is  to  answer  queries  or  channel  the  queries  to  the  proper 
source.  Only  in  the  larger  departments  is  there  much  opportunity 
for  creative  programming.  However,  even  though  you  may  not  be 
called  upon  for  creative  programming,  there  may  be  many  opportuni- 
ties for  contacts  with  network  officials  which  may  prove  invaluable 
to  you.  If  your  agency  should  happen  to  be  in  the  news  because  of 
a  current  situation  in  regard  to  housing,  civil  aeronautics,  atomic 
energy,  etc.,  the  chances  are  that  network  news  departments,  or 
program  producers,  will  request  the  head  of  the  agency  to  appear  on 
one  of  their  programs.  The  request  may  come  from  "Meet  the  Press," 
"American  Forum  of  the  Air,"  "Capitol  Cloakroom,"  "Face  the  Na- 
tion," "Reporter's  Roundup,"  or  "Press  Conference."  As  the  informa- 
tion officer  or  radio-TV  officer  for  your  agency,  you  will  be  called  on 
to  coordinate  all  details  relative  to  the  appearance  of  your  chief. 

There  is  a  common  impression  that  the  bulk  of  federal  workers 
are  stationed  in  the  District  of  Columbia.  Actually,  there  are  about 
a  quarter  of  a  million  federal  workers  in  Washington,  who  comprise 
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approximately  10  per  cent  of  the  total  federal  employment.  The 
concentration  of  top  officials  is  at  the  nation's  capital.  However,  many 
federal  departments  have  information  officers  in  their  field  branches 
in  various  of  the  nation's  cities. 

Many  state  and  city  governments  also  employ  information 
personnel  whose  tasks  may  vary  from  publicizing  the  state's  or  city's 
tourist  attractions  to  coordinating  information  regarding  local  civil 
defense  activities. 

If  you  have  received  a  civil  service  appointment,  you  have  proved 
that  you  possess  the  qualifications  to  be  an  information  specialist.  If 
you  take  your  duties  lightly,  you  may  turn  into  a  drone  seeking  only  a 
modicum  of  security.  We  say  a  modicum  because  budgets  are 
dependent  on  the  will  of  Congress  and  a  job  is  only  secure  as  long 
as  there  is  an  appropriation  for  it.  It  is  true  that  the  civil  service 
employee  has  many  protective  rights,  but  he  can  lose  his  job  because 
of  unsatisfactory  work. 

In  most  instances,  the  job  will  be  what  you  make  it.  You  may 
find  yourself  limited  in  actual  programming  but  not  in  ideas.  Your 
government  information  job  may  be  a  continual  challenge  to  your 
ingenuity  and  ability.  It  is  never  a  sinecure.  It  can  be  a  stimulating 
career. 
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There  is  a  peren- 
nial question  students  in  writing  classes,  and  presumably  all  budding 
writers,  ask.    How  can  I  protect  my  masterpiece? 

The  simplest  and  most  inexpensive  method  is  to  seal  a  copy  of 
your  manuscript  in  an  envelope,  addressed  to  yourself,  and  take  it  to 
the  registered  mail  window  of  the  nearest  post  office.  The  date 
stamped  across  the  flap  of  the  envelope  by  the  registry  clerk  is  the 
birth  certificate  of  your  brainchild.  It  is  wise  to  write  the  title  of 
your  script  or  idea  across  the  back  of  the  envelope  so  that  in  future 
months,  or  perhaps  years,  you  will  know  what  the  envelope  contains. 
To  serve  any  protective  purpose,  the  envelope,  of  course,  must 
remain  sealed. 

The  Writers  Guilds  offer  a  registry  service  to  their  members  for 
a  small  fee. 

THE    COPYRIGHT    OFFICE 

The  legal  way  to 
register  your  manuscript  is  to  submit  it  to  the  Copyright  Office  in 
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Washington.  However,  there  are  many  misconceptions  as  to  what 
can  and  cannot  be  copyrighted.  For  example,  you  can  copyright  the 
manuscript  of  a  play  before  it  is  produced,  but  a  book,  such  as  a  novel, 
biography,  history,  and  the  like,  has  to  be  published  before  it  can 
be  copyrighted.  A  minister  may  copyright  a  sermon;  an  artist,  a 
painting;  a  photographer,  a  still.  Maps,  models  or  designs  for  works 
of  art,  commercial  prints  and  labels  may  be  registered  for  protection. 
Titles,  by  themselves,  cannot  be  copyrighted.  But,  of  course,  the 
Copyright  Office  wants  a  title  submitted  with  each  work.  It  makes 
it  easier  to  index  the  millions  of  registrations.  And  titles,  naturally, 
are  of  great  importance  to  the  author  or  composer  since  a  catchy  title 
can  definitely  increase  sales.  However,  your  title  may  have  protection 
because  you  have  a  right  to  plead  unfair  competition  if  someone  tries 
to  duplicate  your  title  or  use  one  so  similar  to  it  that  the  value  of  your 
work  might  be  affected.  Recently,  the  columnists  who  wrote  the 
vast  selling  "Confidential"  series  threatened  to  sue  a  new  television 
program  which  was  going  to  use  the  word  "confidential"  in  its  title  in 
a  manner  similar  to  the  columnists'  books.  As  a  result  of  the  threat- 
ened suit,  the  TV  series  eliminated  "Confidential"  from  its  title. 

Many  embryo  radio  and  TV  writers  have  written  to  the  Copy- 
right Office  asking  whether  their  precious  manuscripts  may  be 
registered.  Actually,  there  is  nothing  in  the  copyright  law  which 
mentions  radio  or  television.  But  fortunately,  the  present  Register 
of  Copyrights,  and  his  predecessors,  have  not  been  burdened  by  narrow 
concepts.  Plays  are  plays,  they  ruled,  whether  written  for  the  so- 
called  legitimate  stage,  for  radio  or  for  television,  and  the  same 
regulations  are  applied  to  each  medium. 


PROTECTION    OF    IDEAS 

But  the  advent  of 
broadcasting  brought  an  avalanche  of  inquiries :  "I've  got  an  idea  for 
a  new  children's  series"  ...  "I  am  planning  a  TV  series  that  will  out- 
rate  'Dragnet'  "...  "I've  just  worked  up  something  really  new  in  quiz 
programs."  The  queries  come  from  people  in  all  walks  of  life;  from 
professional  writers  and  amateurs,  from  housewives,  doctors,  me- 
chanics. They  all  end  with  the  same  refrain.  "Can  I  copyright  the 
idea?"   The  answer  is,  no.    You  can't  copyright  ideas.    Neither  can 
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you  copyright  a  synopsis.  If,  for  instance,  you  have  an  outline  for  a 
wonderful  movie,  you'll  have  to  submit  a  reasonably  complete  sce- 
nario in  order  to  have  it  copyrighted. 

How  then  are  you  going  to  safeguard  that  idea?  It's  not  too 
difficult.  Write  a  one-act  play  or  a  radio  or  TV  drama  in  which  you 
incorporate  your  idea.  Then  submit  the  play  for  registration.  In  this 
case,  the  play's  not  the  thing.   It's  the  gimmick  in  it  that  counts. 


COPYRIGHT    FILES 

This  is  probably  as 
good  a  place  as  any  to  clear  up  the  common  misconception  that  the 
Copyright  Office  keeps  in  its  own  files  all  the  works  sent  to  it  for 
registration.  It  is  true  that  a  complete  copy  of  each  unpublished 
work  and  two  complete  copies  of  each  published  work  must  be 
deposited  with  the  Copyright  Office  for  proper  registration.  But  all 
periodicals,  published  maps  and  music,  and  most  of  the  books, 
pamphlets  and  prints  are  transferred  to  the  Library  of  Congress. 
Selected  motion  pictures  also  go  into  the  Library's  collections.  Al- 
though the  Copyright  Office  is  somewhat  autonomous,  it  does  come 
under  the  jurisdiction  of  the  Librarian  of  Congress.  In  1870,  the 
business  of  copyrighting  was  all  centralized  in  the  Library  of  Con- 
gress, but  when  the  volume  of  copyrights  requested  grew  by  leaps 
and  bounds,  a  separate  Office  was  established  in  1897.  It  is  located 
today  in  the  modern  Annex  Building  of  the  Library  of  Congress 
where  it  takes  up  most  of  the  first  floor  and  has  a  staff  of  some  240. 


SLOGANS 

Slogan  devisers  are 
continually  searching  for  that  elusive  catch  phrase  and  naturally 
want  to  protect  their  ingenuity.  However,  slogans,  like  titles,  are 
not  copyrightable,  but  amateur  sloganeers  persist  in  sending  their 
inventions  to  the  Copyright  Office.  It  is  curious  how  many  slogans 
received  by  the  Copyright  Office  from  different  parts  of  the  country 
are  alike  in  thought  and  phrasing  and  how  often  they  resemble  or 
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are  exact  duplicates  of  slogans  used  by  major  manufacturers  years 
ago. 

The  oddest  slogan  came  from  the  Planning  Commission  of  a 
New  England  state.  The  Commission  claimed  its  state's  lovely 
scenery  was  being  used  in  Chamber  of  Commerce  ads  for  Middle 
Atlantic  and  Western  states.  It  wanted  to  know  whether  it  could 
copyright  the  legend:  "Most  Stolen  State  in  the  48." 


COST    OF    COPYRIGHT 

Inflation  has  af- 
fected the  Copyright  Office  just  as  it  has  any  other  phase  of  our  national 
life,  though  perhaps  not  as  strongly.  The  first  article  copyrighted  in 
this  country  was  the  Philadelphia  Spelling  Book  in  1790  and  the 
fee  was  then  fifty  cents.  Today,  the  registration  fee  is  $4.00,  but  if 
you  take  into  account  the  number  of  years  the  copyright  may  be  held, 
the  fee  is  minute:  about  fourteen  cents  a  year.  In  the  United  States, 
a  copyright  is  valid  for  28  years  and  may  be  renewed  for  another 
28  years.  That  makes  a  total  of  56  years  before  the  work  enters  the 
public  domain.  That  renewal  is  important  and  must  be  received  by 
the  Copyright  Office  within  the  28th  year.  If  it  isn't,  the  copyright 
will  lapse  and  the  work  become  public  domain  in  its  29th  year. 
There  are  hundreds  of  works  on  record  whose  authors  have  un- 
wittingly permitted  their  copyright  to  lapse.  It  may  be  that  many 
authors  are  unaware  that  the  renewal  of  a  copyright  is  not  automatic. 
It  must  be  applied  for  just  as  the  original  copyright  was  and  it  must 
be  in  the  name  of  the  person  entitled  to  claim  the  renewal. 


FOREIGN    RIGHTS 

A  good  deal  of  con- 
fusion also  exists  in  the  minds  of  many  authors  regarding  copyrights 
in  foreign  countries.  On  December  6,  1954,  the  United  States 
ratified  the  Universal  Copyright  Convention  with  an  effective  date 
of  September  16,  1955.  One  of  the  most  important  principles  set 
forth  by  the  Convention  is  that  authors  of  any  country  adhering  to 
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the  Convention  are  to  enjoy  the  same  protection  granted  by  each 
member  country  to  its  own  citizens.  This  marks  the  first  time  the 
United  States  has  been  a  party  to  a  copyright  convention  outside  the 
Western  Hemisphere.  The  Congress  did  ratify  a  Pan-American 
copyright  agreement  at  Buenos  Aires,  Argentina,  in  1910,  which  is 
still  in  effect.  Since  the  Buenos  Aires  Copyright  Convention  is  open 
to  adherence  only  by  Western  Hemisphere  republics,  the  nations  of 
the  Eastern  Hemisphere  are  excluded.  Canada  is  also  excluded  from 
this  particular  Convention. 

There  are  a  great  many  countries,  predominantly  European, 
which  are  members  of  the  International  Union  for  the  Protection  of 
Literary  and  Artistic  Works,  more  informally  known  as  the  Berne 
Union.  The  United  States  is  not  a  member  of  the  Berne  Union. 
However,  United  States  authors  may  obtain  copyright  protection  in 
countries  adhering  to  the  Berne  Union  by  having  their  works  pub- 
lished simultaneously  in  one  of  those  countries.  For  example,  Canada 
is  a  member  of  the  Berne  Union. 

In  addition,  the  United  States  has  bilateral  copyright  relations 
with  a  number  of  foreign  countries  which  may  not  be  parties  either  to 
the  Universal  Copyright  Convention  or  the  Buenos  Aires  Convention. 
If  the  writer  is  interested  he  may  obtain  lists  of  the  countries  with 
which  the  United  States  has  agreements  from  the  Copyright  Office, 
the  Library  of  Congress,  Washington,  D.C.  In  the  event  that  the 
television  or  radio  playwright  has  a  book  of  his  plays  published,  these 
copyright  matters  are  generally  thoroughly  attended  to  by  the  pub- 
lisher. 

The  Copyright  Office  is  now  receiving  about  a  quarter  of  a 
million  applications  for  registration  each  year.  From  the  turn  of  the 
century,  it  has  recorded  more  than  eight  million  creative  efforts  of 
the  average  and  not  so  average  American.  One  conclusion  is  there- 
fore evident:  no  one  can  accuse  this  nation  of  a  lack  of  creative 
endeavor. 


RELEASES 

The  copyright  pro- 
tects your  work.  But  now.  let's  look  at  this  matter  of  protection  from 
the  viewpoint  of  the  buying  agency:  the  network,  the  package 
producer,  the  advertising  agency.    Suppose  you  were  to  submit  a 
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script,  have  it  rejected  and  then  some  time  later  hear  or  see  a  radio 
or  teleplay  very  similar  to  yours  broadcast  over  a  network.  Your 
natural  reaction  would  be  one  of  indignation.  You  would  be  certain 
your  script  was  stolen  and  you  would  be  inclined  to  call  a  lawyer 
and  begin  a  suit.  In  this  hectic,  highly  competitive  field  of  entertain- 
ment where  ideas  pay  off  in  handsome  fortunes,  there  are  instances, 
shall  we  say,  of  slight  irregularities.  But  the  search  for  new  talent 
is  constant  —  although  the  struggling  writer  may  often  believe  it's  a 
myth.  Nevertheless,  if  your  script  is  good  and  meets  the  approbation 
of  the  story  editor,  the  chances  are  it  will  be  bought  at  current  rates. 
However,  it  may  be  that  a  script  written  on  the  same  theme  as  yours 
—  and  that  does  happen  —  is  already  in  the  play  file.  That  may 
account  for  the  rejection  of  your  script  no  matter  how  well  written. 
If  the  agency  were  not  protected  by  your  signed  release,  it  might  be 
vulnerable  for  a  suit.  Plagiarism  is  hard  to  prove  but  it  has  had  its 
day  in  court.  A  jury  recently  awarded  a  writer  more  for  his  script 
than  the  fee  he  would  have  been  paid  under  current  commercial  rates. 

Any  network,  advertising  agency  of  any  size,  or  package 
producer  will  require  a  signed  release  before  reading  an  unsolicited 
idea  or  script.  Years  ago,  many  agencies  issued  release  forms  of  such 
complexity  that  it  required  an  astute  legal  mind  to  unravel  the  tech- 
nicalities. The  gist  of  the  release  was  that  you,  the  writer,  were 
offering  a  manuscript  which  the  agency,  with  great  magnanimity, 
deigned  to  look  at.  The  complete  decision  of  acceptability  and 
amount  of  payment  was  left  up  to  the  agency  and  according  to  some 
of  the  release  forms,  your  script  could  be  used  for  practically  no 
payment  and  you,  also  magnanimously,  were  supposed  never  to  bring 
suit  under  any  circumstances. 

The  Radio  Writers  Guild,  now  absorbed  by  the  Writers  Guild 
of  America  (East  and  West),  fought,  with  some  notable  success,  to 
modify  the  release  form. 

Here  is  a  typical  release  form: 

Date :    


Title  of  material 
submitted:  


Gentlemen : 

I  am  today  submitting  to  you  program  material  upon  the  following 
express  understanding  and  conditions: 
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1.  I  represent  that  the  features  which  I  have  specifically  described 
on  page  two  hereof  are  original  with  me  and  that  no  persons  other  than 
those  whose  names  appear  below  have  collaborated  with  me  in  creating 
this  material.  I  limit  my  claim  of  rights  to  such  features  and  acknowledge 
that  I  do  not,  and  will  not,  claim  any  rights  whatsoever  in  any  other 
elements  of  the  program  material  which  are  not  so  described,  unless  such 
material  embodies  concrete  literary  expression  in  which  case  I  claim  rights 
in  the  manner  of  such  expression.  I  claim  exclusive  rights  in  the  title 
only  as  regards  its  use  in  connection  with  the  elements  of  the  program 
material  submitted  hereunder. 

2.  You  will  not  use  the  material  submitted  by  me  hereunder  unless 
(0  you  shall  first  negotiate  with  me  compensation  for  such  use,  or 
(ii)  unless  you  shall  determine  that  you  have  an  independent  legal  right 
to  use  such  material  which  is  not  derived  from  me,  either  because  the 
material  submitted  hereunder  is  not  new  or  novel,  or  was  not  originated 
by  me,  or  has  not  been  reduced  to  concrete  form,  or  because  other  persons 
including  your  employees  have  submitted,  or  may  hereafter  submit, 
similar  or  identical  suggestions,  features  and  material  which  you  have 
the  right  to  use. 

3.  In  the  event  that,  pursuant  to  paragraph  2  above,  you  determine 
that  you  have  the  legal  right  to  use  any  of  the  material  submitted  by  me 
hereunder  without  the  payment  of  compensation  to  me  and  proceed  to 
use  the  same,  and  if  I  disagree  with  your  determination,  I  agree  that,  if 
^ou  so  elect,  the  dispute  between  us  shall  be  submitted  to  arbitration,  the 
arbitrator  to  be  a  person  experienced  in  the  radio  or  television  fields,  and 
mutually  selected  by  you  and  me,  or,  if  we  cannot  agree,  then  to  be 
selected  as  provided  by  the  rules  of  the  American  Arbitration  Association. 
The  Arbitration  shall  be  controlled  by  the  terms  hereof,  and  any  award 
Favorable  to  me  shall  be  limited  to  the  fixing  of  a  royalty  which  shall  not 
exceed  royalties  normally  paid  for  a  comparable  program  suggestion  in 
the  regular  course  of  business. 

Very  truly  yours, 

(a)  Name  (b)  Name  


Address Address 

city  . City  — 


Telephone  No.:   Telephone  No.:   

Note-  Sole  owner  should  complete  section  (a).  In  a  case  of  collaboration, 
one  owner  should  complete  section  (a)  and  the  other  owner  should  com- 
plete  section  (b). 
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Executed  on  behalf  of 


as  duly  authorized  agent.     (Insert  owner's  name) 
Name  of  agency 

By    

(Name  of  Agency  Representative) 

Address  

City    

Telephone  No. :   


Please  indicate  form  of  material  submitted: 

Outline                              Transcription   [ 
Script                                 Film                   P] 
Brochure   I     I  Other    


SUMMARY    OF    MATERIAL    SUBMITTED: 
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(If  space  is  insufficient,  please  complete  summary  on  reverse  side) 

Received   in    accordance   with 
the  foregoing, 

By   _ 


Release  forms  from  the  networks  and  advertising  agencies  vary 
considerably.  Some  producers  of  comedy  programs,  who  claim  to  be 
in  the  market  for  new  writers,  have  their  own  variation  of  the  release. 
In  one  or  two  cases,  these  releases  practically  placed  the  writer  in  the 
situation  of  forfeiting  his  script.  Nevertheless,  if  you  do  wish  to 
submit  your  script  and  you  feel  the  release  is  too  binding  you  may 
request  that  a  paragraph  or  paragraphs  be  changed  or  deleted.  An 
individual  producer  may  comply.  Networks  and  advertising  agencies 
generally  will  not. 

Perhaps  the  release  form  can  best  be  summed  up  as  a  necessary 
evil.  However,  it  should  not  be  a  deterrent  to  your  submission  of 
scripts. 
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When  we  speak  of 
markets,  we  mean  the  free-lance  field,  and,  primarily,  the  television 
drama,  for  in  the  video  drama  lies  the  greatest  opportunity  for  the 
free-lance  writer.  Several  thousand  scripts  are  presented  each  year. 
This  includes  the  half-hour,  hour,  and  ninety-minute  anthologies, 
the  series  plays  and  the  daily  serials.  You  have  probably  read  time 
and  again  in  the  radio  and  television  column  of  your  hometown  news- 
paper or  in  the  trade  publications  that  television  has  an  insatiable 
appetite,  that  it  consumes  scripts  and  writers  with  such  rapidity  that 
it  must  be  fed  constantly  and  urgently.  This  is  true  enough,  yet  the 
beginning  writer  must  not  be  deceived  into  thinking  that  there  is  such 
a  dearth  of  scripts  that  almost  anything  he  writes,  as  long  at  it  looks 
like  a  television  play,  will  be  accepted.  This  is  definitely  not  the 
case. 

Yes,  the  producers  are  always  looking  for  new  talent  but  it  must 
give  promise  of  being  better  than  the  professionals  with  whom  they 
are  now  working.  This  may  seem  to  place  an  unfair  burden  on  the 
beginner  but  it  is  a  fact  of  creative  life  which  he  must  face.  There- 
fore, the  neophyte  must  curb  his  impatience  to  sell,  and  his  desire  to 
turn  out  a  large  quantity  of  scripts.  He  must  concentrate  on  quality. 
He  must  not  be  misled  by  the  multitude  of  mediocre  scripts  he  has 
seen  on  his  television  screen.    They  only  prove  the  point  that  pro- 
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ducers  can  get  all  the  mediocrity  they  want.   They  don't  have  to  look 
to  new  writers  for  that! 

Another  element  the  writer  should  bear  in  mind  when  submit- 
ting scripts  is  that  "professional  look."  At  first  thought,  the  neat 
appearance  of  a  script  may  seem  of  very  minor  importance.  After  all, 
the  story's  the  thing.  But  remember,  you  are  competing  against 
professionals  who,  generally,  have  their  scripts  typed  by  expert 
typists.  A  slipshod  looking  script  or  one  that  has  too  many  erasures 
may  very  well  denote  the  amateur.  No  matter  how  objective  an 
editor  may  be,  a  badly  typed,  sloppy  looking  script  will  evoke  an 
unfavorable  psychological  reaction.  Be  sure  your  script  is  adequately 
bound.  When  you  type  your  script,  leave  enough  margin  to  allow 
for  binding.  In  other  words,  make  your  script  as  easily  readable  as 
you  can.  And  if  your  script  is  doing  the  rounds,  be  sure  it  looks  fresh 
every  time  you  send  it  out.  Most  editors  handle  manuscripts  carefully 
and  they  have  no  objection  to  reading  scripts  which  have  been  to 
another  source,  but,  again,  a  dog-eared,  worn  looking  manuscript  tells 
an  editor  all  too  plainly:  seen  but  not  wanted.  Creating  the  illusion 
of  a  primary  submission  may  not  win  you  an  acceptance,  but  it  will 
help. 


TELEVISION    DRAMA    MARKETS 

We  are  going  to 
speak  of  these  markets  in  general  terms.  With  programs  changing 
from  season  to  season,  it  is  difficult  to  make  a  satisfactory  listing 
except  in  periodicals  which  carry  market  data.  The  various  writers' 
magazines,  such  as  "The  Writer's  Digest,"  "The  Writer,"  and  "Author 
and  Journalist,"  have  sections  devoted  to  television  and  radio  which 
list  current  programs,  and  addresses  for  submissions,  along  with 
script  requirements.  A  very  handy  guide  is  issued  each  year  by 
Albert  R.  Perkins  of  New  York  University.  It  is  called  "The  Free- 
lance Writers'  List  of  Television  Script  Markets"  and  copies  may  be 
obtained  by  writing  directly  to  Mr.  Perkins  at  P.O.  Box  371,  Grand 
Central  Annex,  New  York,  New  York.  Single  copies  are  $2.50  but 
there  are  discounts  available  for  classroom  use. 

The  Writers  Guild  of  America  (East  and  West)  provides  cur- 
rent market  information  to  its  members  and  you  will  undoubtedly 
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want  to  join  the  Guild  when  you  become  a  selling  writer.  A  writer  is 
eligible  for  the  Guild  if  he  has  had  material  produced  in  radio,  tele- 
vision or  motion  pictures  during  the  past  two  years,  or  if  he  presently 
has  a  contract  for  employment  in  one  of  these  three  media.  The 
Guild  has  a  registration  bureau  for  the  protection  of  non-copyright- 
able material,  group  hospitalization  plans  and  business  counsel  on 
professional  craft  matters.  Its  New  York  office  is  at  22  West  48th 
Street;  its  Hollywood  office  at  8782  Sunset  Boulevard. 

You  may  also  garner  a  great  deal  of  information  on  market 
trends  by  reading  the  trade  publications:  Variety,  Billboard,  Radio 
and  Television  Daily,  Broadcasting,  Sponsor,  and  others.  A  sub- 
scription to  Variety,  "The  Bible  of  Showbusiness,"  will  be  particularly 
helpful.  But  if  you  can't  afford  a  subscription  at  the  moment,  make 
a  weekly  trip  to  your  public  library. 

Most  important  of  all,  keep  a  watchful  eye  on  your  television 
screen.  If  you  have  an  idea  for  a  half-hour  drama,  observe  some  of 
the  current  half-hour  anthologies  to  see  what  types  of  plays  are  being 
used.  If  you're  planning  an  hour  drama,  watch  the  hour  programs. 
On  occasion,  some  writers  have  remarked  that  this  is  not  always  a 
helpful  routine  since  you  may  submit  a  play  too  close  in  subject 
matter  to  the  ones  you  have  been  viewing  and  the  editor  will  want 
something  new.  In  the  main,  however,  you  will  be  advised  by  editors 
to  "watch  our  productions  and  you'll  see  what  we  want." 


THE    RADIO    DRAMA    MARKET 

Since  TV  now  pre- 
sents the  bulk  of  the  drama  on  the  air,  the  market  for  radio  dramas 
is  rather  limited  for  the  free-lance  writer.  Most  of  the  radio  dramatic 
series  are  written  on  assignment,  which  means  the  market  is  one  for 
professionals  rather  than  the  beginner.  However,  a  program  such  as 
the  "CBS  Radio  Workshop"  has  been  receptive  to  scripts  and  ideas. 
The  "Workshop"  has  the  advantage  of  permitting  the  writer  full 
imaginative  sway.  Many  of  the  programs  are  "offbeat,"  that  is,  they 
present  stories  with  unusual  themes,  or  treat  a  familiar  theme  in  an 
unusual  approach.  Again,  if  you  wish  to  write  for  the  "Workshop," 
it  is  advisable  to  listen  to  some  of  its  programs.  Then  write  for  a 
release  form  to  "CBS  Radio  Workshop,"  485  Madison  Avenue,  New 
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York  22,  New  York.  The  "Workshop"  is  successor  to  the  famed 
"Columbia  Workshop"  which  brought  to  the  fore  some  of  the  finest 
writers  in  radio. 


THE    LOCAL    MARKET 

The  writer  may 
have  an  opportunity  to  begin  his  career  at  home.  If  he  lives  in  a 
fairly  large  city  which  has  its  full  complement  of  network  affiliates 
plus  a  couple  of  independent  stations,  he  may  find  an  occasional 
market.  Sometimes  a  local  organization  will  "sponsor"  a  series  of 
radio  plays.  We  have  placed  the  word  "sponsor"  in  quotations  be- 
cause more  often  than  not  there  are  no  fees  involved  for  the  writer. 
He  may  be  asked  to  dramatize  a  cause,  a  charity  campaign.  It  is 
good  experience  for  the  writer  and  it  does  get  his  name  known  in  the 
local  area. 

The  more  ambitious  local  outlet  may  present  a  series  of  docu- 
mentaries for  which  it  may  employ  a  free-lance  writer  or,  on  occa- 
sion, it  may  produce  an  historical  drama  related  to  the  region.  A 
special  event,  a  centennial  celebration,  or  the  birthday  of  a  local 
hero  may  also  inspire  a  local  production.  Here,  the  idea  may  come 
from  the  writer  and  he  can  approach  the  local  radio  or  television 
station  with  a  program  suggestion. 


AGENTS 

With  rare  excep- 
tions, the  professional  writer  is  represented  by  an  agent.  Although 
there  have  been  some  discussions  regarding  the  advisability  of  having 
an  agent,  the  pros  generally  outweigh  the  cons.  A  good  agent  is  a 
decided  asset  to  the  writer.  As  a  matter  of  fact,  many  of  the  top  TV 
programs,  such  as  "Kraft  Theatre,"  will  not  accept  scripts  unless  they 
come  from  an  accredited  agent.  Therefore  when  you  are  ready  to 
market,  your  first  step,  after  your  script  is  completed,  is  to  shop 
around  for  an  agent.    How  do  you  shop  around? 

You  may  start  by  going  to  your  public  library  and  asking  for 
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the  latest  edition  of  the  "Literary  Marketplace."  There  you  will  find 
a  section  listing  some  of  the  more  active  literary  agents.  Usually, 
there  is  a  notation  as  to  whether  these  agents  handle  dramatic  scripts 
for  the  theater  and  for  television.  Write  to  two  or  three  of  them, 
giving  some  of  your  background  and  stating  that  you  have  a  script  you 
want  to  market.  Is  the  agency  interested  in  seeing  your  script  for 
possible  handling?  You  may  receive  an  answer  from  one,  from  all 
three  or  from  none.  The  best  procedure  is  to  send  the  script  to  the 
first  agent  who  responds.  Don't  be  too  impatient,  however,  if  the 
response  seems  long  in  coming.  Good  agents  are  busy  agents  and  it 
may  be  some  time  before  you  receive  an  answer.  It  may  come  within 
a  week.    It  may  be  a  month  or  more. 

You  should  also  bear  in  mind  that,  with  few  exceptions,  the 
very  top  agents  are  not  interested  in  newcomers  unless  they  are 
introduced  by  one  of  their  selling  writers.  If  you  have  a  friend  who 
is  selling  and  has  an  agent,  ask  him  for  an  introduction  to  his  agent. 
Your  friend  will  want  to,  or  should,  read  your  script  before  he  con- 
tacts his  agent.  If  he  doesn't  think  much  of  your  script,  don't  blame 
him  if  he  gently  tries  to  dissuade  you  from  submitting  it.  Neverthe- 
less, you  must  be  the  final  judge  of  your  work.  If  you  believe  it  is 
good,  then  go  ahead  and  submit  it  on  your  own. 

Albert  Perkins'  Freelance  Writers'  List  has  a  section  devoted  to 
agents  who  will  accept  newcomers.  You  will  note  that  some  of  these 
agents  charge  fees,  which  brings  that  question  to  the  fore.  If  you  pick 
up  any  writer's  magazine,  you  will  see  advertisements  by  dozens  of 
literary  agents  located  in  all  parts  of  the  country.  These  agents,  with 
a  possible  exception  or  two,  all  charge  reading  and  criticism  fees. 
Many  of  them  state  that  after  they  have  sold  a  designated  number 
of  your  scripts,  you  will  then  be  handled  on  a  professional  basis.  The 
professional  basis  means  that  the  agent  receives  10  per  cent  of  all 
income  resulting  from  his  sale  of  your  scripts.  Sometimes,  the  com- 
mission may  be  15  per  cent  for  foreign  sales.  The  10  per  cent  is 
standard  among  agents  and  is  fair  enough,  considering  that  the 
agent  receives  no  income  unless  he  is  able  to  sell  your  script. 

Now,  what  about  fees?  Those  agents  who  charge  reading  and 
criticism  fees  evidently  feel  they  are  justified.  It  takes  time  to  read  a 
script  and  most  agents  will  receive  thousands  of  scripts  during  a  year, 
many  of  which  are  patently  unsaleable.  If  the  criticism  these  agents 
offer  is  of  value,  it  is  therefore  worth  some  tangible  return.  Most 
agents  are  people  of  integrity.    We  may,  however,  offer  one  note  of 
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caution.  If  you  find  your  script  is  being  returned  many  times  for 
suggested  changes  with  a  fee  being  charged  for  each  suggested  change, 
you  may  be  throwing  money  down  the  drain.  Don't  let  your  over- 
anxiety  to  be  a  selling  writer  destroy  your  sense  of  practicality. 

The  competent  agent  knows  the  market  picture  and  is  aware  of 
current  requirements.  Producers  and  editors  welcome  scripts  from 
recognized  agents,  many  of  whom  are  members  of  the  Society  of 
Authors  Representatives.  A  script  from  an  agent  means  that  some 
one  with  knowledge  of  program  requirements  has  read  the  script 
and  believes  it  has  possibilities.  An  agent  also  helps  ease  the  shock 
of  rejections,  because  he  is  the  one  who  receives  the  rejected  script 
and  sends  it  out  again.  This  is  also  a  burden  of  expense  borne  by  the 
agent. 

Once  an  agent  has  accepted  your  work  for  sale,  you  may  natu- 
rally feel  very  exhilarated.  But  having  an  agent  is  not  an  end-all  or 
be-all  for  the  writer.  There  will  be  weeks  and  months  of  waiting. 
The  agent  cannot  afford  the  time  and  the  expense  of  writing  to  an 
author  every  time  a  script  is  returned  and  sent  out.  The  best  antidote 
for  the  waiting  period  is  to  begin  work  immediately  on  another  script. 
An  agent's  judgment  is  not  infallible.  If  it  were  so,  all  literary  agents 
would  be  riding  around  in  Cadillacs  and  living  in  Park  Avenue 
penthouses.  However,  your  highly  competent  agent  will  not  market 
a  script  which  he  does  not  believe  is  saleable.  He  will  return  it  to 
the  writer.  Other  agents  are  not  so  critical  and  if  the  work  has  any 
merit  at  all,  they  will  market  it  on  the  assumption  that  you  can  never 
tell  about  an  editor.  If  some  months  pass  by  without  a  word  from 
your  agent,  it  will  do  no  harm  to  drop  him  a  line  and  inquire  about 
the  current  status  of  your  script.  Bear  in  mind  that  producers  and 
editors  may  take  from  two  to  six  weeks  before  making  a  decision 
about  a  script.  Also,  if  you  have  any  marketing  suggestions  of  your 
own,  don't  hesitate  to  mention  them  to  your  agent.  They  may  prove 
helpful.  Agents,  as  we  have  said,  are  not  infallible,  neither  are  they 
omniscient. 


Script  fees 

There  is  only  one 
definite  statement  we  can  make  about  script  fees:  they  vary!  This  is 
an  area  where  a  good  agent  really  earns  his  money,  for  he  will  nego- 
tiate for  the  best  possible  price.    However,  we  will  mention  some 
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figures  which  will  at  least  give  an  indication  of  fees  paid.  It  must 
be  borne  in  mind  that  fees  for  sustaining  programs  are  much  lower 
than  those  paid  for  commercial  programs. 

A  half -hour  sponsored  video  drama  may  run  from  $500  to 
$1,000. 

An  hour  sponsored  video  drama  may  run  from  $1,100  to 
$3,000. 

The  90-minute  video  dramas  pay  considerably  higher,  and 
rates  are  negotiable. 

Sustaining  video  dramas  may  receive  $300  to  $500  for 
quarter-hour  and  half-hour  scripts. 

Half-hour  radio  dramas  may  be  paid  for  at  a  scale  ranging  from 
$350  to  $500. 

These  are  fees  for  network  or  syndicated  programs.  Local  fees, 
naturally,  are  not  at  all  comparable.  Some  local  stations  have  paid 
from  $75  to  $100  for  half -hour  dramas  or  documentaries. 

Remember,  these  are  general  figures.  Almost  all  script  fees  are 
negotiable,  the  rate  paid  varying  in  proportion  to  the  writer's  reputa- 
tion, or  his  agent's  bargaining  power. 


SCRIPT    CONTESTS 

Unfortunately, 
script  contests  are  few  and  far  between.  Contests  are  of  especial 
value  to  the  beginning  writer  because  he  knows  that  at  least  his 
script  will  be  read,  and  judged  for  the  script's  content,  not  the 
writer's  reputation.  Most  script  contests,  besides  the  desirable 
financial  reward,  also  offer  production  of  the  winning  script  or  scripts 
which  gives  the  writer  a  chance  to  be  seen  and  heard.  The  writers' 
magazines  carry  details  of  any  such  contests. 

For  college  and  university  students  taking  radio  and  television 
courses,  there  is  the  annual  Victor  Frenkl  TV  Script  Award  con- 
ducted by  the  University  of  Maryland.  The  prize  for  the  winning 
script  is  $500.  Students  may  receive  details  by  writing  to:  George 
F.  Batka,  Director,  Radio-Television  Division,  Department  of  Speech, 
University  of  Maryland,  College  Park,  Maryland. 
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Assignments 


CHAPTER     7 


1.  As  a  TV  commercial  copywriter,  you  are  assigned  the  task  of 
preparing  a  one-minute  commercial  utilizing  two  characters. 
Write  it. 

2.  Write  an  Institutional  type  of  radio  commercial  for  a  major  indus- 
trial corporation.  The  subject  of  the  commercial  should  be  the 
high  morale  of  its  employees.    Time:   One  minute. 

3.  Create  a  slogan  for  an  imaginary  or  actual  product,  in  ten  words 
or  less. 

4.  Describe  six  types  of  TV  commercial  announcements.  Which  of 
these  do  you  believe  is  most  effective?    Give  your  reasons. 

5.  As  a  staff  writer  for  a  local  TV  station,  you  are  called  on  to  write 
a  commercial  announcement  for  a  bank.  You  are  asked  to  meet 
two  essential  requirements  in  the  one-minute  announcement: 
(a)  appeal  for  new  depositors;  (b)  keep  the  writing  on  a  level 
with  the  dignity  of  an  old  established  banking  institution. 

6.  Prepare  two  ten-second  station  break  radio  announcements  for  a 
local  soft  drink  bottling  concern. 

7.  Write  a  one-minute  multi-voiced  radio  commercial  for  a  soap 
product. 

8.  Write  a  one-minute  TV  commercial  for  a  local  retail  sponsor, 
bearing  in  mind  that  the  sponsor's  budget  is  low  in  relation  to 
the  high  cost  of  TV  commercials.  Plan  your  visual  material 
accordingly. 

9.  Prepare  a  one-minute  radio  commercial  for  a  cigarette  manufac- 
turer, then  write  a  one-minute  TV  commercial  based  on  the  same 
selling  copy. 

10.  Your  advertising  agency  has  given  you  the  assignment  of  writing 
an  integrated  commercial  for  a  situation  comedy  which  one  of  its 
clients  is  sponsoring.  Write  the  commercial  and  also  include  the 
lead-in  and  lead-out  lines  from  the  situation  comedy  preceding 
and  following  the  commercial. 
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CHAPTER     8 

1.  The  following  are  four  types  of  public  service  announcements: 
Informational,  inspirational,  recruiting,  warning.  Write  a  one- 
minute  radio  announcement  for  each  category. 

2.  Prepare  a  one-minute  TV  announcement  for  the  Heart  Fund 
including  an  appeal  for  donations. 

3.  Your  local  civic  association  is  having  its  annual  outing.  Write  a 
30-second  radio  announcement  calling  attention  to  the  fact  that 
the  public  is  invited. 

4.  Your  church  or  school  is  sponsoring  a  book  fair.  Write  a  20- 
second  radio  announcement  about  the  fair. 

5.  A  disaster  has  occurred  in  your  area.  Write  a  one-minute  an- 
nouncement asking  for  volunteers. 

6.  Prepare  a  one-minute  TV  announcement  for  either  the  Crusade 
for  Freedom  or  Care  utilizing  imaginative  visual  material. 


CHAPTER     9 

1.  You  are  a  public  relations  assistant  to  a  business  executive  who 
has  been  asked  to  deliver  a  brief  statement,  one  to  one  and  a  half 
minutes  in  length,  over  the  local  radio  station  in  behalf  of  a 
charitable  cause.  You  are  asked  to  write  the  talk  for  him  which 
is  to  include  an  appeal  for  funds. 

2.  You  are  conducting  a  five-minute  series  of  book  reviews.  Write  a 
review  of  a  current  best  seller,  fiction  or  non-fiction. 

3.  Prepare  a  quarter  hour  TV  talk  on  a  scientific  subject.  Incor- 
porate appropriate  visual  material. 

4.  Imagine  yourself  campaigning  for  a  seat  in  the  House  of  Repre- 
sentatives.   Write  a  quarter  hour  campaign  speech  for  TV. 

5.  Imagine  yourself  campaigning  for  Mayor  or  Councilman.  Write 
a  quarter  hour  campaign  speech  for  radio. 


CHAPTER      10 

1.  You  are  called  upon  to  write  a  daily  series  of  five-minute  inter- 
views. Describe  the  pitfalls  you  must  avoid  and  explain  some  of 
the  elements  that  are  essential  to  maintain  interest. 
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2.  Write  a  3 -minute  interview  with  a  celebrity  in  each  of  the  follow- 
ing fields:    (a)  Sports;  (b)  Screen;  (c)  Fiction  Writing. 

3.  Prepare  a  five-minute  interview  with  a  presumably  well  known 
TV  writer  in  which  he  or  she  gives  some  pointers  on  how  to 
write  a  saleable  TV  dramatic  script. 

4.  Write  a  brief  interview  with  a  leading  "pop"  singer  in  which  you 
integrate  one  or  two  of  the  singer's  hit  recordings. 

5.  Your  state's  Civil  Defense  Authority  asks  you  to  prepare  a  quar- 
ter-hour interview  on  Civil  Defense  activities  for  distribution  to 
all  stations  in  the  state.  This  interview  is  to  be  between  a  local 
civic  official  and  the  station  announcer. 


CHAPTER     1  1 

1.  You  are  assigned  to  write  the  continuity  for  a  quarter-hour  pro- 
gram of  American  music  to  include  the  following:  a  spiritual,  a 
Stephen  Foster  melody,  a  patriotic  song,  a  folk  song. 

2.  With  the  Yuletide  season  approaching,  you  are  called  upon  to 
write  the  continuity  for  a  half -hour  radio  Christmas  program. 
Since  you  are  aware  that  the  airwaves  will  be  filled  with  similar 
programs,  you  will  attempt  to  write  continuity  that  avoids  the 
usual  cliches.  Note:  Plan  to  have  six  musical  selections  appro- 
priate to  the  season. 

3.  Write  the  continuity  for  a  half -hour  popular  musical  program 
consisting  of  the  top  hits  of  the  week. 

4.  As  part  of  your  tryout  for  a  staff  position  at  a  radio  station,  you 
are  asked  to  write  an  introduction  to  an  operatic  aria;  an  intro- 
duction to  a  semi-classical  number;  an  introduction,  in  disc 
jockey  style,  to  a  popular  hit.  The  introductions  should  run  from 
20  to  30  seconds  in  length. 

5.  The  TV  network  has  just  sold  a  half -hour  weekly  musical  series 
to  a  steamship  fine  which  specializes  in  Latin  American  and 
South  American  cruises.  The  program  is  to  be  in  the  nature  of  a 
musical  travelogue.  Prepare  the  continuity  for  the  opening  pro- 
gram, making  full  use  of  visuals,  such  as  film  clips. 

6.  Your  radio  station  is  presenting  a  weekly  hour  series  devoted  to 
the  music  of  American  composers.  Prepare  the  continuity  for  a 
program  featuring  one  of  the  following  composers:  George 
Gershwin,  Jerome  Kern,  Richard  Rodgers,  Cole  Porter. 

7.  You  are  announcing  and  writing  the  copy  for  a  late  evening  pro- 
gram of  mood  music.  Prepare  continuity  in  keeping  with  the 
mood. 
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Your  good  music  station  is  presenting  a  series  of  complete  sym- 
phonies played  by  the  world's  leading  orchestras.  Choose  a 
symphony  and  write  a  two-minute  introduction. 


CHAPTER     12 

1.  Write  a  two-minute  news  item  for  radio,  reporting  on  the  results 
of  either  presidential  or  congressional  elections.  Use  fictitious  or 
actual  quotations  of  public  and/or  party  officials.  Pay  particular 
attention  to  the  identification  of  officials,  the  use  of  quotes  and  of 
figures. 

2.  Describe  the  basic  similarities  and  differences  in  preparing  news 
copy  for  the  press,  radio  and  TV. 

3.  Write  a  one-minute  radio  news  item  based  on  any  current  head- 
line.  Explain  what  visuals  could  be  used  to  adapt  this  item  to  TV. 

4.  Prepare  a  five-minute  newscast  for  radio  and  for  TV  utilizing 
the  same  news  items.  This  is  to  be  a  daily  sponsored  newscast  so 
allow  time  for  commercials. 

5.  Prepare  a  quarter-hour  TV  newscast  which  employs  three  re- 
porters, one  each  for  the  international  scene,  the  national  scene 
and  local  happenings. 

6.  Choose  at  least  six  items  from  a  daily  newspaper  and  rewrite 
them:  (a)  for  a  radio  newscast;  (b)  for  a  TV  newscast. 

7.  You  are  employed  as  a  radio  network  news  analyst  and  have  a 
daily  five-minute  spot  following  a  ten-minute  summary  of  the 
news.  Choose  a  topic  of  current  international  or  national  interest 
and  write  a  five-minute  analysis. 

8.  You  are  a  reporter  for  a  weekly  newspaper  and  as  an  additional 
assignment,  you  are  to  present  a  weekly  series  of  newscasts  over  a 
local  radio  station.  Write  a  five-minute  newscast  confining  your- 
self to  community  news. 

9.  One  of  your  assignments  for  the  college  or  university  radio  sta- 
tion is  a  weekly  roundup  of  news  of  particular  interest  to  the 
students.    Write  this  as  a  quarter-hour  program. 

10.  There  has  been  a  good  deal  of  discussion  on  how  to  present  a 
TV  newscast  most  effectively.  Many  stations  just  have  an  an- 
nouncer reading  the  news  with  a  minimum  of  visuals.  Outline  a 
series  incorporating  your  ideas  on  how  to  utilize  television  most 
effectively  for  the  presentation  of  news. 
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CHAPTER     13 

1.  Discuss  a  one-hour  television  play  which  you  have  seen,  com- 
menting on  the  following  elements:  (a)  plot  structure;  (b)  char- 
acterization;  (c)  motivation;   (d)  resolution. 

2.  Write  approximately  thirty  lines  of  dialogue  which  will  establish 
for  television  viewers,  the  following  situation:  An  airplane  has 
crashed  in  the  Rocky  Mountain  area.  There  are  only  three  sur- 
vivors: a  young  man,  the  airline  hostess,  and  a  child  of  about 
ten  who  is  badly  hurt. 

3.  In  any  discussion  of  television  drama,  the  phrase  "slice  of  life" 
technique  often  arises.  Explain  its  meaning  and  give  your  views 
of  this  technique. 

4.  You  are  assigned  to  write  a  half-hour  TV  drama  utilizing  four 
characters:  an  old  man,  his  grandson,  a  widow,  a  young  girl. 
Write  a  brief  biography  of  each  character. 

5.  Define  a  "cover"  scene.  Write  a  brief  sequence  for  a  TV  drama 
utilizing  a  "cover"  scene. 

6.  Prepare  a  synopsis  for  a  half-hour  TV  drama  whose  action  takes 
place  in  24  hours. 

7.  For  a  TV  drama,  write  a  sequence  which  is  to  be  played  entirely 
in  pantomime. 

8.  Write  the  opening  scene  for  a  TV  drama  in  which  you  demon- 
strate how  exposition  is   carried  out  through   natural   dialogue. 

9.  You  are  working  on  a  TV  drama  in  which  the  heroine  is  having  a 
difficult  time  deciding  between  two  suitors.  In  one  scene,  she  is 
alone  in  her  room,  thinking  about  one  of  the  suitors.  Write  a 
flashback  sequence  in  which  she  recalls  the  time  he  proposed. 

10.         Outline  a  plot  for  each  of  the  three  basic  conflicts  as  discussed  in 
this  chapter. 


CHAPTER      14 

1.  Prepare  a  scene-by-scene  outline  of  a  half-hour  filmed  drama 
using  a  maximum  of  six  characters  and  four  sets. 

2.  Write  an  original  half -hour  drama  of  the  contemporary  scene: 
comedy  or  serious. 

3.  Write  a  half-hour  video  drama  set  in  one  of  the  following  periods: 
(a)  England  during  the  Victorian  era;  (b)  United  States  during 
the  Civil  War;  (c)  California  during  the  gold  rush. 
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4.  Write  a  half-hour  dramatic  fantasy. 

5.  Write  a  half-hour  drama  which  has  a  social  theme. 


CHAPTER     1 5 

1.  Write  an  original  hour  drama  to  meet  "Matinee  Theater"  require- 
ments. Your  play  should  be  divided  into  three  acts  plus  an 
opening  "teaser."    Keep  your  characters  to  a  maximum  of  eight. 

2.  Study  several  current  hour  dramatic  programs  such  as  "Kraft 
Theatre"  or  "Studio  One."  Write  an  hour  original  for  one  of 
these  programs. 

3.  Prepare  a  scene-by-scene  outline  for  a  90-minute  drama. 

4.  Prepare  a  scene-by-scene  outline  for  a  filmed  hour  drama  with  a 
western  locale. 

5.  Develop  an  outline  and  then  write  an  hour  drama,  for  live  pres- 
entation, based  on  an  experience  in  your  own  life. 


CHAPTER     16 

1.  Choose  a  short  story  from  any  current  magazine.  Adapt  it  for  a 
half-hour  live  TV  program. 

2.  The  stories  of  Edgar  Allan  Poe  and  Guy  de  Maupassant  are  in 
the  public  domain.  Choose  one  of  your  favorites  and  adapt  it 
for  a  filmed  half-hour  TV  program. 

3.  Adapt  a  Somerset  Maugham  novel  for  an  hour  filmed  TV 
program. 

4.  Adapt  a  John  Galsworthy  play  for  an  hour  live  TV  program. 

5.  Adapt  Nathaniel  Hawthorne's  "Dr.  Heidegger's  Experiment"  for 
a  half-hour  filmed  program. 


CHAPTER     1 7 

1.  Prepare  a  synopsis  of  a  situation  comedy  series  including  descrip- 
tions of  your  main  characters  and  outlines  of  two  episodes. 

2.  Write  one  of  the  above  episodes. 

3.  Prepare  an  outline  of  a  crime  drama  series  based  on  detective 
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bureau  files  and  write  an  episode  of  the  series.    This  may  be  a 
fictional  or  factual  series. 

4.  Try  inventing  a  character  such  as  "Perry  Mason,"  "The  Fat 
Man,"  "The  Saint,"  etc.  Write  an  episode  of  a  mystery  drama 
featuring  your  protagonist. 

5.  Create  a  character  in  the  tradition  of  the  westerns.  The  character 
may  be  fictional  or  based  on  an  actual  western  hero.  Write  a 
synopsis  of  an  episode  for  your  projected  series. 

6.  Prepare  an  outline  for  an  historical  adventure  series  which  does 
not  duplicate  any  such  series  currently  on  television. 


CHAPTER      18 

1.  Prepare  a  synopsis  for  a  quarter-hour  daily  serial,  of  your  own 
invention,  for  radio.    Include  your  major  plot  and  a  subplot. 

2.  Write  the  opening  episode  for  a  half-hour  daily  TV  serial.  Use 
a  "teaser"  scene  at  the  close  of  the  episode. 

3.  Plan  a  quarter-hour  daily  TV  serial  utilizing  any  set  of  the 
following  basic  characters:  (a)  a  husband  and  wife  who  both 
have  careers;  (b)  a  widow  and  her  teen-age  daughter  living  in 
a  small  town;  (c)  a  housewife  whose  husband  is  having  difficul- 
ties making  ends  meet. 

4.  Write  an  episode  for  one  of  the  above  serials. 

5.  Make  a  study  of  the  daily  serials  now  on  radio  and  TV.  List  the 
main  characters  of  each  serial.  Prepare  a  synopsis  which  will 
utilize  characters  and  plot  differing  in  many  respects  from  the 
current  offerings. 


CHAPTER     19 

1.  Choose  a  short  story  from  a  current  magazine  and  adapt  it  for  a 
half-hour  radio  drama. 

2.  Write  an  original  half -hour  radio  drama  with  an  unusual  theme, 
suitable  for  the  CBS  Radio  Workshop  type  of  program. 

3.  Write  an  episode  of  a  quarter-hour  dramatic  series  of  a  public 
service  nature  based  on  one  of  the  following:  (a)  Red  Cross 
achievements;  (b)  Civil  Defense  activities;  (c)  Ground  Observer 
Corps;  (d)  A  Veterans'  organization  or  Fraternal  Order's  con- 
tribution to  the  community. 
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4.  Write  a  half-hour  radio  mystery  drama. 

5.  Write  a  2  5 -minute  radio  romantic  drama. 

6.  Adapt  a  Bret  Harte  or  Jack  London  short  story  for  a  half -hour 
radio  dramatic  program. 


CHAPTER     20 

1.  Write  a  quarter-hour  radio  drama  based  on  a  problem  of  ethics. 

2.  Prepare  a  half-hour  TV  dramatization  of  a  biblical  episode. 

3.  Write  a  quarter-hour  TV  drama  whose  protagonist  is  a  mission- 
ary.  This  may  be  fictional  or  based  on  fact. 

4.  Outline  a  half -hour  original  radio  drama  whose  theme  is  faith. 

5.  Write  an  historical  half-hour  radio  drama  based  on  the  life  of  a 
religious  leader. 


CHAPTER     2  1 

1.  Outline  the  scenes  for  an  hour  TV  informational  documentary 
on  a  medical  or  scientific  subject. 

2.  Write  a  half -hour  documentary  for  radio  in  which  you  describe 
a  local  civic  problem  and  present  a  possible  solution. 

3.  Write  a  dramatized  half-hour  TV  documentary  in  the  manner 
of  "You  Are  There,"  based  on  an  event  in  American  history. 

4.  Prepare  a  half-hour  TV  documentary  using  narrator  and  film  in 
the  manner  of  "See  It  Now."  Write  the  continuity  for  the  nar- 
rator and  indicate  the  film  to  be  used.  Choose  a  topic  of  national 
or  international  significance. 

5.  Prepare  an  hour  TV  documentary  on  one  of  the  following  sub- 
jects: (a)  Slum  Clearance;  (b)  Juvenile  Delinquency;  (c)  State- 
hood for  Alaska  and  Hawaii;  (d)  The  Teacher  Shortage. 


CHAPTER     22 

1.  Prepare  a  presentation  for  your  idea  of  a  successful  children's 
program. 

2.  Prepare  a  synopsis  for  a  children's  program  which  will  deal  with 
current  events. 
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3.  Write  a  half-hour  drama  for  radio  or  TV  which  you  feel  would 
appeal  to  children  from  ages  7  to  10. 

4.  Adapt  an  episode  from  "Little  Women"  or  "Black  Beauty"  for  a 
half -hour  children's  TV  program. 

5.  Prepare  a  synopsis  of  a  series  of  stories,  of  your  own  choosing, 
for  a  children's  TV  program.  Use  the  device  of  a  narrator  as  a 
storyteller. 


CHAPTER     23 

1.  Discuss  several  college  level  subjects  which  you  believe  suitable 
for  educational  TV  programming.  Choose  one  of  the  subjects 
and  prepare  an  outline  for  a  half-hour  presentation  of  the  subject. 

2.  Write  a  half-hour  children's  program  based  on  folklore  of  the 
United  States.    This  may  be  a  dramatic  series  for  TV  or  radio. 

3.  Choose  an  elementary  school  subject  and  prepare  an  outline  for 
TV  presentation  of  that  subject. 

4.  Prepare  the  same  type  of  outline  for  a  high  school  subject. 

5.  Prepare  a  synopsis  for  a  quarter-hour  weekly  radio  series  based 
on  the  history  of  your  town  or  city. 

6.  Plan  a  weekly  half -hour  TV  series  that  deals  with  civic  affairs. 

7.  Prepare  an  outline  for  a  documentary  series  based  on  the  opera- 
tions of  your  state  government. 
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ad-lib:  From  the  Latin  ad  libitum  meaning  "at  pleasure,"  or  "without 
restriction."  In  broadcast  parlance,  speaking  without  script,  ex- 
temporizing. 

animation:  The  process  by  which  an  illusion  is  created  of  moving 
figures  in  a  cartoon  or  other  visual  device.  This  is  accomplished  by 
filming  drawings  one  frame  at  a  time  to  produce  the  illusion  of 
continuous  movement. 

atmosphere:  Radio:  Background  sounds  which  aid  in  giving  the  illu- 
sion of  an  event,  such  as  crowd  noise  and  cheering  at  a  football 
game,  boxing  match,  etc.  TV:  Atmosphere  shots  are  comparable 
to  the  foregoing  with  the  addition  of  camera  views. 

audimeter:    An  electronic  rating  research  device. 

audio:    The  sound  portion  of  a  TV  program. 

background:  (bg)  In  TV,  the  framework  at  the  back  of  the  set  which 
may  be  a  drape,  a  backdrop,  etc.  In  radio,  the  sound  behind  the 
primary  scene,  e.g.,  a  background  of  voices  at  the  site  of  an  acci- 
dent. Music  played  under  a  scene,  for  radio  or  TV,  may  be  referred 
to  as  background  music. 

balop:    Abbreviation  of  Balopticon,  a  projector  for  stills. 

black:  Going  to  Black  or  Fade  to  Black  figuratively  means  ringing 
down  the  curtain  for  a  scene  or  an  act.  Literally,  the  screen  is  dark 
for  an  instant. 

boom:  A  metal  arm  used  for  suspending  a  microphone  in  mid-air  so 
that  it  can  readily  be  moved  from  one  part  of  the  studio  to  another. 

bridge  :  Radio :  a  transition  from  one  scene  to  another  usually  by  means 
of  music. 

business  :  Incidental  stage  action,  such  as  smoking  a  cigarette,  picking 
up  a  book,  etc. 

camera  angle:    Placement  of  the  camera  for  a  particular  shot. 

closed  circuit:  A  channel  for  television  or  radio  transmission  within 
a  special  area,  not  for  public  reception,  e.g.,  a  telecast  confined  to 
in-school  receiving. 

close-up:  (cu)  A  shot  of  an  individual  with  the  camera  moved  in 
close  so  that  only  the  head  and  shoulders  fill  the  screen.  A  Big 
Close-Up  (b.cu.)  may  include  only  the  head  or  perhaps  just  the 
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eyes.    A  Close-Up  shot  may  also  be  taken  of  an  object,  such  as  a 

revolver  or  a  knife. 
cold:    Without  introduction,  e.g.,  beginning  a  program  with  a  statement 

taken  out  of  the  context  of  the  script,  then  followed  by  the  standard 

opening  credits. 
compatibility:    Refers  to  reception  of  color  transmissions  on  black  and 

white  receivers  and  vice  versa. 
continuity:    The  written  portion  of  a  program,  generally  used  when 

referring  to  non-dramatic  scripts. 
credits:    The  names  of  the  writer,  director,  producer,  cast,  etc.,  given 

at  the  opening  and  close  of  a  program. 
cross-fade:    TV:   The  fading-out  of  one  picture  and  the  simultaneous 

fading-in  of  another.    Radio:  The  fading-out  of  dialogue,  sound  or 

music,  while   fading-in  other  dialogue,   sound,   or  music,   simulta- 
neously. 
cue:    A  line  of  dialogue,  a  measure  of  music  or  a  sound  effect  which 

alerts  response. 
cut:    (a)  To  switch  instantaneously  from  one  camera  to  another;  (b)  to 

stop  action;  (c)  to  delete  a  portion  of  a  script. 
dialogue:    In  drama,  the  conversation  between  characters. 
diorama:    A  miniature  scene,  used  to  create  the  illusion  of  a  large  set. 
dissolve:    To   fade  from  one  picture   to   another  by  the   use  of  two 

cameras.    Both  pictures  are  on  screen  momentarily. 
dolly:    A  trolley  on  which  a  camera  is  set  permitting  it  to  be  moved  at 

will  around  the  studio.    Hence,  to  Dolly  In  or  Dolly  Out  means  to 

move  the  camera  forward  or  back. 
dry  run:    A  rehearsal  of  action  and  dialogue  without  the  use  of  the 

camera,  or  in  radio,  a  pre-recording  rehearsal. 
establishing  shot:    Generally  used  at  the  opening  of  a  program;  a 

long  shot  to  orient  the  viewer  to  the  locale  of  a  drama. 
exposition:    Explanation   of  details   essential   to   the   progression   of   a 

program,  usually  accomplished  through  dialogue  or  narration. 
exterior:    An  outdoor  set. 
extra:    A  player  who  appears  in  a  program  but  has  no  lines,  except  for 

mob  scenes,  etc.,  where  many  voices  in  unison  may  be  called  for. 
fade:    TV:   A  gradual  decreasing  or  increasing  of  the  intensity  of  the 

picture;  Fade  In,  to  increase;  Fade  Out,  to  decrease.    Radio:  The 

gradual  increase  or  decrease  in  volume  of  sound,  voice  or  music. 
filter:    A  screen  of  glass  or  gelatin  used  to  control  the  intensity  of 

light  and  the  balance  of  color. 
filter  mike  :    A  type  of  microphone  for  controlling  sound  waves   to 

achieve  special  effects,  e.g.,  speaking  over  a  telephone. 
flashback:    A  device  for  recreating  a  scene  from  the  past. 
fluff:    An  error. 
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frame:    A  single  rectangle  of  film. 

gain:    The  increase  in  power  of  a  signal  by  means  of  an  amplifier. 

gobo:    A  non-transparent  black  screen. 

hitch-hike:  A  brief  commercial  advertising  another  product  of  the 
same  sponsor  in  addition  to  the  main  product  advertised  on  the 
program. 

in  the  clear:  Without  background  accompaniment,  such  as  narration 
without  underscoring  music  or  sound. 

ingenue:    A  young  girl  lead  in  a  drama  or  musical. 

intercut:    To  cut  from  one  camera  to  another. 

juvenile:    A  youthful  role. 

kill:  To  eliminate,  as  a  bit  of  action  or  dialogue,  or  to  do  without  some 
fighting  or  staging  previously  utilized. 

kinescope:  A  process  of  filming  a  television  program  directly  from  the 
tube,  usually  for  repeat  performances. 

lap  dissolve:    A  slow  dissolve. 

lead:    The  protagonist  of  a  play. 

lip  sync:  Abbreviated  form  of  "lip  synchronization";  recording  of 
actors'  dialogue  at  the  same  time  that  the  program  is  being  filmed. 

live:  A  program  actually  presented  at  the  time  it  is  seen,  as  differen- 
tiated from  a  film  presentation. 

location:    An  exterior  scene  for  filming  action  remote  from  the  studio. 

long  shot:  (l.s.)  A  full  shot  of  the  scene  so  that  we  may  obtain  a 
complete  view  of  the  background  as  well  as  the  foreground. 

mc:    Abbreviation  for  "Master  of  Ceremonies." 

medium  close-up:  (m.cu.)  A  shot  in  between  the  close-up  and  the 
long  shot. 

miniature:    A  small  model  used  to  give  the  illusion  of  a  full  set. 

monitor:  A  TV  receiver  in  the  control  room  on  which  the  program  of 
the  telecast  can  be  seen;  to  monitor  means  to  check  a  TV  or  radio 
program  for  quality. 

montage:  A  rapid  succession  of  voices  relating  to  a  connected  idea;  in 
TV,  a  series  of  brief  scenes  in  quick  succession. 

nemo:    A  remote  pickup. 

off:  TV:  Off  stage  or  off  screen  (o.s.).  Radio:  Away  from  the  micro- 
phone, to  give  the  impression  of  distance. 

on  the  nose:    On  time. 

optional  cut:  A  scene,  or  lines  of  dialogue,  which  the  writer  has  indi- 
cated may  be  deleted  for  time. 

over  frame:  A  voice  heard  off  screen. 

package:  A  complete  program  usually  prepared  by  an  independent 
producer  for  possible  sponsorship. 

pan:  Abbreviation  of  panorama.  Movement  of  the  camera,  horizontally, 
across  a  scene  from  left  to  right  or  right  to  left. 
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pantomime:    An  expression  of  meaning  by  visual  action. 

platter:    A  transcription  or  recording. 

props:  Abbreviation  of  properties.  Refers  to  all  objects  on  a  TV  set: 
furniture,  telephone,  books,  etc. 

rating:    A  method  of  radio  and  TV  audience  measurement. 

rear  projection:  A  special  effect  device  which  consists  of  projecting 
a  still  picture  or  a  film  clip  onto  a  semi-transparent  screen  placed 
behind  a  set.  This  effect  is  then  photographed  and  when  used  on 
a  TV  program,  the  viewer  is  given  the  impression  that  the  set  is 
placed  within  the  projected  area;  e.g.,  a  train  stalled  by  an  ava- 
lanche. 

remote:  A  program  or  portion  of  a  program  broadcast  away  from  the 
studio. 

resolution:   The  final  unraveling  of  the  plot.    The  denouement. 

segue:  To  follow  immediately,  as  one  musical  selection  following  an- 
other without  interruption. 

set:    The  physical  surroundings  of  a  scene. 

slide:  A  picture  or  title  on  a  single  frame  of  film,  which  is  projected 
into  the   camera. 

sneak:  To  bring  in  softly,  almost  imperceptibly,  as  music  sneaking  in 
under  narration. 

soap  opera:    A  daytime  serial. 

special  effect:    Any  device  to  create  illusions. 

split  screen:  A  special  effect  utilizing  two  or  more  cameras  so  that 
two  or  more  scenes  are  visible  simultaneously  on  each  part  of  the 
screen;  e.g.,  two  people  holding  a  telephone  conversation. 

stet:  To  let  stand;  a  notation  to  retain  a  previously  deleted  line  or 
passage  in  a  script. 

sting:  A  brief  musical  chord,  generally  used  to  punctuate  an  important 
fine  of  dialogue  or  a  powerful  visual  action. 

stock  shot:    A  film  clip  readily  available  from  a  film  library. 

stretch:    To  lengthen  a  program  which  is  running  short. 

superimposition:  Overlapping  of  the  image  of  one  camera  by  the 
image  of  another  camera. 

sustaining:    Unsponsored. 

synchronization:    Picture  and  sound  going  on  together. 

tag  line:    The  final  speech  of  a  program. 

take:    An  acceptable  or  completed  shot. 

teleprompter:  The  trade  name  of  a  mechanical  prompting  device 
used  on  TV. 

telop:    A  projector  for  opaque  slides. 

tilt:    The  up  and  down  movement  of  a  camera. 

transition:    Passage  from  one  scene  to  another. 

trucking:  The  camera  moving  beside  a  character  or  object  which  is  in 
motion. 
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two  shot:    A  shot  of  two  people. 

under:    A  direction,  usually  referring  to  music  or  sound,  meaning  to 

bring  the  volume  down  and  keep  behind  dialogue. 
up:    A  direction  to  raise  the  volume. 
video:    The  visual  portion  of  a  television  program.   Often  used  now  as  a 

synonym  for  television. 
video  tape:    A  new  form  of  magnetic  tape  for  recording  pictures  and 

sound  which  can  then  be  played  back  immediately,  without  proc- 
essing. 
wild  track:    To  record  sound  or  music  separately  for  possible  later  use 

in  a  program. 
zoom  :    The  change  in  focal  length  of  a  special  lens   (Zoomar  Lens) 

which  gives  the  effect  of  moving  right  up  to  an  object,  such  as  a 

baseball  in  flight. 


CC64 


APPENDIX     2  538 


APPENDIX     3 


Bibliography 


American  Research  Bureau,  A  New  Look  at  the  Television  Viewer  Diary. 

Washington,  D.C.,  1956. 
Baker,  George  Pierce,  Dramatic  Technique.    Boston:   Houghton  Mifflin 

Company,  1919. 
Barnouw,  Erik,  Handbook  of  Radio  Writing.    Boston:   Little,  Brown  & 

Co.,  1939. 
Battison,  John  H.,  Movies  for  TV.    New  York:    Macmillan  Company, 

1950. 
Brean,  Herbert,  The  Mystery  Writer's  Handbook.    New  York:  Harper  & 

Brothers,  1956. 
Bretz,  Rudy,  and  Edward  Stasheff,  Television  Scripts.    New  York:  A.  A. 

Wyn,  1953. 
Butcher,   S.   H.,  Aristotle's  Theory  of  Poetry  and  Fine  Art.     London: 

Macmillan  &  Co.,  Ltd.,  1911. 
Callahan,  Jennie  Waugh,  Television  in  School,  College  and  Community. 

New  York:  McGraw-Hill  Book  Company,  Inc.,  1957. 
Chayefsky,  Paddy,  Television  Plays.    New  York:    Simon  and  Schuster, 

1955. 
Crews,  Albert,   Professional  Radio  Writing.    Boston:    Houghton   Mifflin 

Company,  1946. 
Egri,  Lajos,  Art  of  Dramatic  Writing.    New  York:   Simon  and  Schuster, 

1946. 
Ewbank,  Henry  L.,  and  Sherman  P.  Lawton,  Broadcasting:  Radio  and 

Teleiision.    New  York:  Harper  &  Brothers,  1952. 
Greene,  Robert  S.,  Television  Writing  (Revised  Edition).    New  York: 

Harper  &  Brothers,  1956. 
Head,  Sydney  W.,  Broadcasting  in  America.    Boston:   Houghton  Mifflin 

Company,  1956. 
Heath,  Eric,  Writing  for  Television  (Third  Edition).    Englewood  Cliffs, 

N.J.:  Prentice-Hall,  Inc.,  1953. 
Highet,  Gilbert,  People,  Places  and  Books.    New  York:  Oxford  Univer- 
sity Press,  1953. 
Highet,  Gilbert,  A  Clerk  at  Oxenford.    New  York:    Oxford  University 

Press,  19  54. 
Hodapp,  William,  The  Television  Manual.    New  York:  Farrar,  Straus  & 

Young,  19  53. 

539 


Hubbell,  Richard,  Television  Programming  and  Production  (Third  Edi- 
tion).  New  York:  Rinehart  &  Co.,  1956. 

Kirby,  Edward  M.,  and  Jack  W.  Harris,  Star-Spangled  Radio.  Chicago: 
Ziff-Davis  Publishing  Company,  1948. 

McMahan,  Harry  Wayne,  The  Television  Commercial.  New  York: 
Hastings  House,  1956. 

Mickelson,  Sig,  Vice  President  Columbia  Broadcasting  System,  "Televi- 
sion and  the  Church,"  an  address.    October  9,  1956. 

National  Association  of  Radio  and  Television  Broadcasters,  Is  Your  Hat 
In  the  Ring?   Washington,  D.C.,  1956. 

Nielsen,  Arthur  C,  Television  Audience  Research.  Chicago:  A.  C.  Niel- 
sen Company,  1955. 

Parker,  Everett  C,  Elinor  Inman,  and  Ross  Snyder,  Religious  Radio. 
New  York:  Harper  &  Brothers,  1948. 

Parker,  Everett  C,  David  W.  Barry,  and  Dallas  W.  Smythe,  The  Televi- 
sion-Radio Audience  and  Religion.  New  York:  Harper  &  Brothers, 
1955. 

Pimlott,  J.  A.  R.,  Public  Relations  and  American  Democracy.  New  Jersey: 
Princeton  University  Press,  1951. 

Poole,  Lynn,  Science  via  Television.  Baltimore:  Johns  Hopkins  Press, 
1950. 

Roberts,  Edward  Barry,  Television  Writing  and  Selling.  Boston:  The 
Writer,  Inc.,  1954. 

Rose,  Reginald,  Six  Television  Plays.  New  York:  Simon  and  Schuster, 
1956. 

Roslow,  Sydney,  Pulse  Pluses  in  Radio/TV.    New  York:  The  Pulse,  Inc. 

Seldes,  Gilbert,  Writing  for  Television.  Garden  City,  New  York:  Double- 
day  &  Company,  Inc.,  1953. 

Sheen,  Fulton  J.,  Life  Is  Worth  Living.  New  York:  McGraw-Hill  Book 
Company,  Inc.,  1953. 

Spring,  Samuel,  Risks  and  Rights  in  Publishing,  Television,  Radio,  Mo- 
tion Pictures,  Advertising  and  the  Theater.  New  York:  W.  W. 
Norton,    1952. 

Stasheff,  Edward,  and  Rudy  Bretz,  The  Television  Program.  New  York: 
A.  A.  Wyn,  1951. 

Trendex  Audience  Measurement  Services.    New  York:  Trendex,  Inc. 

U.S.  News  and  World  Report,  What  TV  Is  Doing  To  America.  Septem- 
ber 2,  1955.  Washington,  D.C. 

Vidal,  Gore,  Editor,  Best  Television  Plays.  New  York:  Ballantine  Books, 
1956. 

White,  Paul  W.,  News  on  the  Air.  New  York:  Harcourt,  Brace  &  Co., 
1947. 

Wylie,  Max,  Radio  and  Television  Writing.  New  York:  Rinehart  &  Co., 
1952. 


APPENDIX     3 


540 


Index 


A  Clerk  at  Oxenford,  radio  talk  ex- 
cerpt from,  100 

access,  problem  of,  for  broadcasters, 
126-127 

actors,  relation  to  writer,  47,  203 

adaptations,  literary  rights  for,  286- 
287;  outlines  for,  289;  script  ex- 
ample, 289-294 

adaptor,  liberty  of,   287-288 

adventure  series,  types  of,    318—319 

Advertising  Council,  90 

adult  western,  320 

agents,  519-521 

Agriculture,  Department  of,  496—497 

American  Research  Bureau  (ARB), 
23,  31 

American  Society  of  Composers,  Au- 
thors and  Publishers  (ASCAP), 
114 

analyst,  news,  135;  script  example 
of,  135-137 

A  Night  to  Remember,  146,  202 

Anna  Santonello,  hour  TV  drama 
script,  236-279;  analvsis  of,  279- 
285 

Aristotle,  155 

Armed  Forces  Radio  and  TV  Service, 
482-485 

Army  Hour,  477,  485-489 

Art  Cart,  educational  TV  script,  461- 
466 

audience  research,  16—25;  diary 
method,  23;  electronic  method,  23, 
24;  personal  interview  method,  22; 
telephone  coincidental  method,  21 

audimeter,  23 

Back  of  His  Head,  religious  TV  script 

excerpt  from,  372-376 
background,    sound    and    music    as, 

62 
Baker,  George  Pierce,  149,  158 
Baxter,  Frank  C,  455,  467 


Beltsville       Nexvsreel,       government 

script  excerpt   from,   497—499 
Brechner,  Joseph  L.,  128 
Brewer,  Jameson,  205 
Broadcast  Music,   Inc.,    (BMI),    114 
Broadcasting  in  America,  42 

cameo  technique,  233 

camera,    use   of,    56—59 

CBS  Radio  Workshop,  518 

characterization,  48;  by  dialogue, 
165—166;  by  pantomime,  170; 
elements  of,  158-161;  in  chil- 
dren's programs,  444;  in  crime 
drama,  309;  in  daily  serials,  323; 
motivation  affecting,  163;  sympa- 
thy in,  161;  use  of  shading  in,  160 

Chayefsky,  Paddy,  13,  147-148, 
155,   162,  203,  285 

climax,  152 

close-up,  58 

codes,  advertising,  35;  motion  pic- 
ture, 42;  TV,  33,  34,  106,  134 

Coe,  Fred,  232 

Command  Performance,  476—477 

Command  Theater,  government  script 
excerpt   from,   483-485 

commentator,  135 

commercial,  as  a  production  number, 
86—89;  as  cartoon,  86;  as  demon- 
stration, 84—86;  as  dialogue,  71  — 
74;  as  drama,  74—76;  as  mono- 
logue, 68—70;  as  part  of  the  pro- 
gram, 78—79;  as  public  relations, 
79-83;  as  song,  76-78;  as  testi- 
monial, 83-84;  humor  in,  87-88 

conflict,  development  of,  150-151; 
elements  of,  156-157 

copyright  office,  507-508 

copywriter,  commercial,  65-68;  pub- 
lic service,  90—95 

cover  scenes,    187—189 

Crean,  Bob,  235 
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Crews,  Albert,  38 

crime  drama,  307—318;  characteri- 
zation in,  309;  influence  on  chil- 
dren, 441—443;  script  example  of, 
312-318;  types  of,  308 

critics,  27,  146 

Crosby,  John,  27,  102,  146 

curtain  scenes,  151 

Defense,  Department  of,  29 

defocus,   186;  use  in  flashback,    190 

dialect,  168;  script  example  of,  206— 
228 

dialogue,  163;  characterization  by, 
165—166;  for  exposition,  174— 
176;  for  transition,  185—186;  in 
dailv  serials,  327;  in  radio  drama, 
349-352;  nature  of,  42 

director,  203,  204 

Disaster,  radio  documentary  script 
excerpt  from,  434 

disc  jockey,  114 

Disney,  Walt,  445 

dissolves,  57;  use  of,  178-181; 
matching,   181-182 

Dr.  Jekyll  and  Mr.  Hyde,  161;  analy- 
sis of  adaptation,  289—294;  script 
excerpts  from,  292—293 

documentary,  types  of,  399-400; 
radio,  434;  script  examples  for 
radio,  434,  for  TV,  404-426 

Dragnet,  308;  script  and  analysis, 
312-318 

drama  markets,  for  radio,  518;  for 
TV,  517 

dramatic  unities,  154—156 

editorializing,  127—128 

educational  programs,  454—469,  ra- 
dio, 468-469;  TV,  455-458,  TV 
in  St.  Louis,  458-460,  TV  in 
Houston,  460-461;  TV  and  Radio 
Center,  469;  script  example,  461- 
466 

Eikel,  Vera,  392 

Eiman,  Bill,  405,  407,  409-411 

empathy,  160—161 

Esson,  Robert,  290,  294 

establishing  shot,  56 

Eternal  Light,  371 

exposition,  172,  by  dialogue,  174— 
176;  by  monologue,  173;  by  sets 
and  costumes,  177—178 


fades,  182-184,  280;  radio  usage, 
60;  TV  usage,  57 

Father  Knows  Best,  39,  46,  169,  170, 
171,  442;  analysis  of  an  episode 
from,  297-306 

Family  Theater,  377;  script  sample 
from,  377-391 

Federal  Communications  Commis- 
sion,  (FCC),    16,    127-128 

fees,  for  agents,  519—521;  for  scripts, 
521-522 

Fellows,  Harold  E.,  126,  127,  128 

film,  format  for,  445;  in  documen- 
taries, 401;  inserts,  184-185;  vs. 
live,  198-199 

Finley,  Stuart,  429 

Five  Star  News,  128 

flashbacks,  189-198;  by  memory 
image,  197—198;  by  narrative  de- 
vice, 195—197;  by  thought  se- 
quence, 191—195;  use  in  Remark- 
able Incident  at  Carson  Corners, 
197 

Four  Women  in  Black,   150,  154 

free-lancing,  8,  28,  5  5;  part-time,  12 

Gethers,  Steven,  372 

ghost-writing,  97,  99 

Glorious  Gift  of  Molly  Malloy,  half- 
hour  TV  film  drama  script,  206— 
228;  analysis  of,  228-231 

God  and  a  Red  Scooter,  half-hour 
radio  religious  drama  script,  377— 
391;    analysis   of,    391-392 

Gould,   Jack,    146 

government  programs,  contract  writer 
for,  501-502;  types  of,  471,  479- 
480 

Graham,  Ed,  3 1 

Greatest  Story  Ever  Told,  372 

Guiding  Light,  322,  326-327 

Gunsmoke,  321;  half-hour  radio 
drama  script,  3  57—369 

Gunther,    John,   412-413,    419-420 

Hazam,    Lou,    403,    404-405,    407- 

411,421,425 
Hayes,  Helen,  150,  203,  481 
Head,  Sydney  W.,  42 
Highet,    Gilbert,     analysis    of    radio 

style  of,  100-101 
humor,   in   commercials,   87,    88;   in 

drama,  48 
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ideas,  development  of,  30,  31;  pro- 
tection of,  509 

I  Love  Lucy,  297 

information  specialists,  471—472;  in 
international    service,    495-496 

intercut,  58 

invasion  of  privacy,  35,36 

Is  Your  Hat  in  the  Ring?,  98 

jingles,  76,  77 

KETC,  459 
KNXT,  455 

KPRC-TV,  460 

Kraft  Theatre,   232,   236,   280,    519 

Lamp  Unto  My  Feet,  religious  script 
excerpt  from,  372—376 

libel,  36 

Lawrence  Weill  Show,  musical  con- 
tinuity used  in,  119—121 

Life  is  Worth  Living,  script  excerpt 
TV  talk  from,  102-104 

literarv  rights,  for  adaptations,  286- 
287 

live  vs.  film,  198-199 

local  markets,  519 

long  shot,  58 

Marion,  Ira,  434 

markets,  for  radio  dramas,   518;  for 

TV  dramas,  517;  local,  519 
Matinee    Theater,    233,    234,     290, 

291 
M a vflower  decision,  128 
McCleery,  Albert,  233 
medium  shot,  58 
Meston,  John,  357 
Mickelson,  Sig,  371 
Mickey    Mouse    Club,    script    from, 

445-453 
Monganga,    TV    documentary    script, 

404-426 
Monitor,  19 

motion   pictures,   writing   for,   41—42 
motivation,     drives     affecting,      162; 

types  of,  162-163 
Mulvey,  Timothy,  377 
Murrow,  Edward  R.,  106,  123,  401- 

402 
music,    for   creating   mood,    356;    in 

radio  drama,  354—357;  scoring  of, 


48;  style  of  writing  for,   121-122; 
types  of  programs,  115—120 
mystery  writers,  309 

narration,  for  exposition,  173;  for 
transitions,  186—187;  in  documen- 
taries, 401;  used  in  flashbacks, 
195-197 

National  Association  of  Educational 
Broadcasters,   469 

National  Association  of  Radio  and 
TV  Broadcasters  (NARTB),  33, 
98,    126 

New  York  Times,  138-139 

newscaster,  135 

newswriting,  129-134;  locally,  140; 
taboos  in,  13  3-134;  transitions  in, 
133 

Nielsen,  A.  C,  17,  23,  24 

Omnibus,  45  5 

Our    Beautiful    Potomac,    426;    TV 

documentary    script   excerpt   from, 

429-432 

pacing,  48 

panning,  58 

pantomime,  39,  168—171;  for  char- 
acterization, 170 

Perkins,  Albert,  517 

Person  to  Person,  105—106 

Pilgrimage:  Among  Our  Ownl,  392; 
religious  script  excerpt  from,  392— 
396 

plant,  152 

Playhouse  90,  158,  163,  233,  234 

playwright,    146 

plot,  development  of,  30;  formulas, 
309;  in  daily  serials,  324—325; 
structure  of,  149-15  5 

press  associations,  125 

privacy,  laws  concerning,  35,  36;  in- 
vasion of,  35,  36 

Professional  Radio  Writing,  38 

public  information  program,  478— 
479 

Pulse,  22 

ratings,  16—24 

recruiting  programs,  481—482 
Red  Cross,  92-94,  434,  500-501 
releases,  51 1—515 

Remarkable  Incident  at  Carson  Cor- 
ners,  use   of  flashback  in,    197 
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Requiem  for  a  Heavyweight,  158 
research,    28;    audience,    16-24;    li- 
brary, 403;  "live,"  402-403 
resolution,    153 
Rogers,  Roswell,  46,  297 
romance  in   crime  dramas,   310-511 
Rose,    Reginald,    12,    13,    67,    148, 
156,  162,  197,201 

Saudek,  Robert,  403 

screenplay,  41-42 

scripts,  contests,  522;  fees  for,  521- 
522;  formats  for:  radio,  53,  TV, 
51-52,  film,  44  5;  markets  for, 
516-519 

See  It  Now,  401-402 

segue,  60 

Serling,Rod,  157,  158,  234 

sets,    201-202;    as   exposition,    177- 

178 
Sevareid,  Eric,  135-136 
shading,    160 

Shakespeare  on  TV,  467-468 
Sheen,  Bishop,  102-104 
Singiser,  Frank,  138 
Sins  of  the  Fathers,  script  from  Gun- 
smoke  series,  357-369 
situation     comedy,     296-297;     script 

excerpts  of,  298-306 
Sky   Pilot   of   the   Lumberjacks,   reli- 
gious   script   excerpts    from,    392- 
396 
slander,  36 
sneak,  60 
soap  opera,  322 

Spaghetti   for   Margaret,   script   from 
Father  Knows  Best  series,  298-306 
stage,  writing  for,  41-42 
sting,  61 

stock  footage,  201 

style,  38;  broadcast  vs.  newspaper, 
137-139;  of  musical  continuity, 
121-122;  of  the  novel,  43-45; 
stage  and  screen,  41,  42;  video 
and  radio,  39,  40 
sound  effects,  in  radio  drama,  352- 

354;  use  of,  40 
subplots,  154 
superimposure,  57 


taboos,   32-35;  in  news  copy,   133- 
134 


Tampico  Hurricanes,  radio  documen- 
tary script  excerpt  from,  435-538 
teacher,  and  the  writer,  467-468 
The  Big  Picture,  403,  501-502 
The  Edge  of  Night,  TV  daily  serial 
episode   from,    328-343;    analysis, 
343_344 
The  Strike,  157-158 
theme,   choice   of,   44;   in   documen- 
taries, 403-404;  of  a  play,  148 
tilt,  58 

Time  for  Defense,  475,477 
timing,  radio  scripts,  54;  TV  scripts, 

52;  the  talk,  99 
transitions,  by  cover  scenes,  187- 
188;  by  defocus,  185;  by  dialogue, 
185-186;  bv  dissolves,  178-182; 
by  fades,  182-185;  by  narration, 
186-187;  devices  for,  178;  in 
news  copy,  133;  in  radio  drama, 
354_356;  use  of  music  for,  354- 
356 
Trendex,  21 

troop  information,  482-485 
Twelve  Angry  Men,  148,  156,  201 

United  States  Information  Agency 
(USIA),  6,  489;  TV  service,  490- 
491,  49  5-496;  Voice  of  America, 
489-496,  501 

Variety,  288 

Vicar  of  Wakefield,  44,  45 

Vidal,  Gore,  144,  151,  155 

Videotape,  200 

Visit  to  a   Small   Planet,    151,    152, 

153, 155 
Voice  of  America,  489-496,  501 

wartime  programs,  475-477 
Welk,  Lawrence,  119-121 
westerns,      319-321;      adult,      320; 
script  example  of  adult,   357-369 
wire  service,  125 
Wishengrad,  Morton,  371 
WGAY,  128 
WMCA,  351 
Woolworth  Hour,  musical  continuity 

script  excerpts  from,   115-118 
WRC-TV,  426-427 
writers,  qualifications  of,  9-1 5 
Writers  Guild,  507,  517-518 
WTOP,  129,  133 
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